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Abstract 
 
This project’s purpose is to go in depth in the translation field and try to see to what 
extent different cultural and linguistic backgrounds can affect or interfere with the 
translation process. With that aim in mind we will analyse The Great Gatsby, by F. S. 
Fitzgerald and compare its translations in five different languages. Having 
Understanding Translation by Anne Schjoldager as our main tool, we will try to 
interpret our translator’s choices and see how they deal with literary translation 
problems. In the end we will categorize our translators in regard to their translation 
techniques and overall approach on literary analysis of a classic novel.  	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1.	  Introduction.	  	  	  
	  
1.1 Why translation and why The Great Gatsby. 
 
As students of the International Bachelor Programme in Humanities (HIB), translation 
is a field of relevance to us. As humanists, translation is one of the most valuable 
tools we depend on in order to access a great deal of texts and documents from all 
over the world and to achieve dissemination of arts and cultures in their many forms. 
And as ‘internationals’, “the translator represents the essence of internationalism and 
the negation of racialism and chauvinism relating to language and culture in 
particular and of prejudice relating to people in general” (Newmark,1993:21). 
Regarding translation from this angle, it appears as an instrument of democracy, 
aiming for transparency and communication across the countries of the world. 
Translation is relevant for humanities, but also relevant for the society in general. We 
read and hear the product of translation everyday in advertisements, brochures, 
manuals, newspapers, movies and TV programmes. However, we are not always 
aware of the fact that what we are receiving does not come directly from the source, 
but rather is a ‘mediated communication’ or even a ‘communication of someone 
else’s communication’1.  
 
And so it happened that in the shopping rounds at RUC, we found ourselves in the 
situation of being five students all with different mother tongues. Due to the curiosity 
which we, as individuals, have had in this field prior to the project, we already 
suspected that a translation can hardly be a “copy” of the original text. When 
choosing this project, we expected to deepen our knowledge in the activity of 
translation and in its field of study, translation studies.  
 
Even though translation material increases year by year, we needed to make sure 
that our object of analysis would be accessible in our five languages. It turned out 
appropriate then, to choose a literary classic. It needed to be originally written in 
English and in between different options, we finally chose The Great Gatsby, written 
by Francis Scott Fitzgerald in the beginning of the 1920s. Its style is hard to imagine 
in translation and the variety of meanings that are attached to almost every word of it, 
makes the task of translating The Great Gatsby a big challenge. Additionally, its 
status of classic makes our choice optimal in terms of exemplarity.   	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 As Anne Schjoldager expresses it, the ‘mediated communication’ would be what happens 
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1.2	  Dimensions.	  	  
 
The dimension we are thoroughly covering is ‘Text and Sign’. Translation studies 
focus on study and application of the theory is an activity, for that purpose translation 
studies borrows much from various other study fields such as linguistics, terminology 
and semiotics. At the same time this project, being about literary translation, we 
inquire various usages of language.  
Choosing to base our project on a primarily linguistic basis, we focused on different 
aspects of literary language such as idiomatic expressions, differences and 
similarities between languages, language and cultural variation. While trying at the 
same time, to use translation theory in order to examine how different translators 
approach these matters. 
  
 
1.3 Methodology.  
 
Reading the original version of The Great Gatsby was our first task. During an 
expectation round it was agreed by all members that there had to be deadlines for 
every stage of the project  in order to avoid unnecessary procrastination. We followed 
by reading the translated versions in our respective mother languages. At the same 
time, we read what would constitute our theoretical foundation, Understanding 
Translation by Anne Schjoldager. This way, at the end of the first month of the 
semester we had been through the basic reading stage. However, we would later on 
realize that we needed some other approaches to theory. An in depth explanation of 
our research reading will be presented in point 1.4. 
When the writing process started, we chose to write individually since most of us 
seemed to find this way more comfortable. Unfortunately this method was not 
beneficial, because the texts turned out fragmented and noncohesive, and there was 
an obvious connection gap between the analyses.   
 We adopted from that point on a completely different approach: we doubled our 
meetings and made them longer, concluding that writing together, sharing opinions 
and consulting each other while editing made our production better both quality and 
timewise. We realized when we were discussing which passages to focus on, that we 
needed a way to put in common all the translations. We needed to break the kind of 
solipsism in which we were trapped focussing each one of us in our own translation. 
That is when we came up with a ‘table of remarkable choices’, which we have 
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attached in the appendix B. We wrote down in this document all the passages and 
expressions that at some point seemed potentially useful for our project, constituting 
some kind of field research previous to the actual analysis. The table is structured so 
that next to each English, source language (SL) item, we have the five target 
language (TL) items.  
  
 
1.4 Research reading.  
 
Our main working tool is The Great Gatsby by F. Scott Fitzgerald. When we refer to 
original text in this report, we will only provide the page number in parenthesis, 
always referring to the edition printed in 1974 by Heinemann Educational Books Ltd. 
The five translated versions that were used as a source for our investigation, are the 
Danish Den store Gatsby by Ove Brusendorff printed in 1998. The French version 
Gatsby Le Magnifique is translated by Jacques Tournier and printed in 1996, the 
Greek Ο µεγάλος Γκάτσµπυ is printed in 2013 and translated by Gregoris 
Papadogiannis, the Italian version translated by Franca Cavagnoli Il Grande Gatsby 
from 2015 and lastly the Spanish translated by José Luis López Muñóz, El Gran 
Gatsby, also printed in 2015. When we refer to passages from these editions, we will 
specify translator and page number. As regards theory, the book Understanding 
Translation, by Anne Schjoldager (with Ida Klitgård and Henrik Gottlieb as co-
authors), was used in order to acquire knowledge about translation theory and 
translation criticism. We  focused on specific chapters which among those were 
Chapter 5 (Macrostrategies), 6 (Microstrategies) and 12 (literary translation), written 
the latter by Ida Klitgård. Further, in Chapter 4 of this report we present the main 
theories acquired from that book. At a later stage, we felt some more works about 
literary interpretation were needed, and that is when we found New Essays on the 
Great Gatsby, edited by Fitzgerald’s expert Matthew J Bruccoli, and New Essays On 
The Great Gatsby by Emory Elliot. 
 
Other theory books were used for knowledge acquirement: Translation Studies, by 
Susan Bassnett and A textbook of translation and About translation, both by Peter 
Newmark. Researching Franca Cavagnoli’s background, the Italian translator, we 
stumbled across an article called Vaghezza e chiarezza: tradurre Il Grande Gatsby, 
in Ticontre. Teoria Testo Traduzione, where she explains her translation choices and 
gives us a deeper view into her own translation of The Great Gatsby, and this article 
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is often used as a reliable source for some statements.   
 
1.5 Writing conventions. 
 
In order to avoid confusions in our report’, we agreed on some specific writing 
conventions. Because we are working with translation, we will repeatedly refer to 
words in several languages. When referring to a word or expression in English, we 
will use inverted commas at both sides of the item (ex. ‘word’), and when referring to 
a foreign word, we will write it in italics (ex. ord). The first time we introduce a foreign 
word, it will be accompanied by the English word that is closest in meaningt in square 
brackets (ex.ord [word]).2 
	  
	  
	  
 
 
 
 	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2 A deeper discussion of ‘back-translation’ as one of our tools will be discussed in Chapter 3. 
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2. Problem definition.  
 
How do translators with different cultural and linguistic backgrounds cope with 
specific translation problems in a classic novel? 
 
2.1 Concrete subquestions. 
 
-    To what extent does the time period in which a translation is made affect the     
      target text? 
 -    What does a translator do when there is no one-to-one equivalence?  
-    How do the translators translate idiomatic expressions? 
-    In order for a translation to be successful, should it be more source text  
     oriented or target text oriented, given the fact that we are talking about a  
     classic novel? 
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3. Points that are vulnerable for criticism.   
 
In this chapter we will present some points and decisions that may be vulnerable for 
criticism. These points are the differences between the versions regarding the year 
when they were translated, our back-translations, which English edition of The Great 
Gatsby we used and why, and lastly our position as translation critics. Justifying our 
choices and the procedure in which we worked throughout the project will avoid any 
kind of misunderstanding that could occur.  
 
3.1 Critical view on the differences between the versions 
regarding the year when they were translated. 
 
When it comes to the publishing of our different translations, we tried in the beginning 
to find versions from the same time period. Our initial curiosity focussed only on the 
linguistic and cultural aspects of a translation, and the idial way to look into these 
matters isolated, would have been to have translations from the same period. 
However, acquiring versions that had been published around the same time turned 
out to be a hard task. Thus we settled down with eventually getting books with 
different publishing and translation dates. We consequently encountered some 
differences in the language that were caused by the effect of each time period.  
Being the date of production a crucial and influential factor for any written documents, 
we want to note that we have taken this fact into consideration and incorporated this 
issue as one of our subquestions. We will subsequently consider the time lapse 
between the translations in our analyses.  
 
3.2 Critical view on the back-translations.  
 
Back-translation is persistently used throughout our project. It is a pragmatic 
procedure that resulted to be essential for our project, as English is our lingua franca 
and this is the only way the members of our group can write a project together. It is 
also through the use of back-translation, that we will end up with a project that will be 
available for any person regardless her/his mastering of our native languages. The 
other reason is that back-translation is a way of ‘checking’ the translator’s work. We 
cannot say it clearer than Peter Newmark:   
 
‘’I think that an approximate verification, where there are correspondences to 
	  	  
10	  
be assessed through back-translation, is the scientific element in an appraisal 
of any translation.’’ (Newmark, 1993: 7) 
 
We are well aware that our back-translations may be open for criticism, due to our 
short experience in translation, but we have tried to be as objective as possible, 
adopting direct translation, with a word-for-word procedure. Moreover we have tried 
to choose words with the same connotational meaning, in order to see if there has 
been any deviations of meaning through the process from SL to TL.  
	  
3.3 The English edition we have used.    
 
While reading the translations, we discovered that not all the translators had worked 
with the same version of The Great Gatsby. Indeed we realised that some passages 
were identical in the French and Spanish versions but clearly differed from the three 
other translations. We found some possible reasons to this issue in the different 
printed editions of The Great Gatsby we were working with, more specifically, the 
edition published by the Cambridge University Press in 1999. The editor Matthew J. 
Bruccoli included some notes, the purpose of which is to underline the possible 
mistakes that can appear in the multiple versions of this  novel, and to explain how 
these mistakes end up where they are. All the information Bruccoli has, comes from 
the Princeton University Library, which possess fifty-seven notes including letters 
between Fitzgerald and his editor at the time, Perkins. Among these letters we can 
find the agreements of proofreading between Fitzgerald and Perkins, and from the 
dates of the letters, we can infer that some changes appeared between the first 
publication of the book and the second one. The first date of publication was on the 
10th of April 1925 and the following one in August of the same year. In the 
correspondence between Fitzgerald and Perkins we see that some changes 
suggestions were sent by Fitzgerald during the months of March and April 1925, but 
as it was too late to incorporate them in the first publication, they only appeared in 
the second one. We are mentioning here only the case of the two first publications 
but this kind of alteration, due to several proofreading and delayed corrections by the 
author, are a recurrent fact in literature. For example in the versions we have been 
working with, we spotted a difference in between the reference to the battalion in 
which Gatsby fought during the war. It is referenced as the “ninth machine-gun 
battalion” in our original version as well as in the French and Spanish versions but as 
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the “twenty-eight infantry battalion”3 in the other languages. Only a certain number of 
the versions are considered official in order to make a translation from or a literal 
analysis but even with the help of this convention, it is almost impossible to 
determine which edition each translator has used.  
	  
3.4 The process of translating - Not always aware of their 
choices. 
 
In this project it may appear like we are framing the work of the translators, but most 
of the translators are, according to Schjoldager, not aware of the strategies they are 
using.  
 
“Every time a translator is given a translation assignment, s/he needs to 
decide on an overall method for carrying it out[…] Experienced and gifted 
translators probably tend to make such decisions intuitively and as a matter of 
routine,..” (Schjoldager, 2008: 67)   
 
Just like translators, an author is not in control of every word or punctuation mark 
they are using, that often resulting in the appearance of non intended interpretations. 
 
Thus we tried to not base our project entirely on detecting the translator’s strategies 
exclusively but rather comment on the linguistic variations and each translator’s 
personal approach to The Great Gatsby. We chose to do a project on literary 
translation and the problems that may occur in the procedure. Hence we considered 
it necessary to include and to use literary analysis in our project. It is impossible to 
actually define what the author means by writing the text, when reading a novel, we 
usually interpret the meanings and symbols subjectively, that is why interpretations, 
often, tend to differ on a great degree. Taking into consideration the “human” nature 
of our translators we took their personal understanding of Τhe Great Gatsby into 
account when writing this project. Using literary analysis of the book alongside with 
the translation theory will equip us with a more vast space of knowledge and work 
field.  
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
3 This example as well as others can be seen in our table of remarkable choices in appendix 
A.  
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4. Theoretical foundation and tools for 
translation analysis. 
 
Whereas translation is an ancient practice, translation studies is a relatively new field, 
establishing as discipline in its own right no more than forty years ago. Peter 
Newmark  (1916-2011) was one of the revolutionary scholars in translation studies, 
and his sometimes polemical works about translation have been stimulating and 
influential on the overall field of translation theory. One of the most remarkable things 
Newmark pointed out is that even though translation, just like language, appears to 
be a rule-governed activity, that is not always the case.  
Indeed there seems to be a gap between translation theory and translation practice, 
and Anne Schjoldager sheds light on this issue in Understanding Translation: ‘’the 
value of translation studies does not lie in its applicability to practice, but rather in its 
capacity for understanding the phenomenon of translation’’. (Schjoldager, 2008:15) 
 
Following we present the main theoretical concepts that we use in our project, all 
extracted from Understanding translation. The approaches and categories we 
present below, have been named very differently by different theorists, and in order 
to avoid confusion, we will only use Anne Schjoldager’s terminology.   
 
 
When the translator has to adopt an approach to a new assignment, s/he can regard 
translation from two different points of view. The decisions s/he may make in a 
general, ‘macro’ level, belong to the macrostrategies. The decisions s/he may make 
in a more concrete and specific level, belong to the microstrategies.  We need to 
stress the above mentioned fact here again, namely that translators are not 
necessarily aware of this distinction, and that most of them make their choices rather 
intuitively.   
 
 
Macrostrategies 
 
The macrostrategy is the ‘’overall method for carrying a translation out’’(Schjoldager, 
2008, 67). Depending on what is expected from the translator and the target text, we 
may consider two macrostrategies:  
 
Source-text oriented macrostrategy:  
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- Focus on source-text form and content. The translator will try to 
respect the context in which the original text is produced, as well as 
the form and the actual content of the text.  
- Communication of somebody else’s communication, which means 
that the translator will try to be as neutral as possible, acting as a 
mere transmitter of information. 
- Overt translation. The reader is always aware of the fact that he is 
reading a translation, or at least, is expected to know it. 
Target-text oriented macrostrategy 
- Focus on the target-text effect. The translator’s concern will  only be 
to create a specific effect on the target reader (the reader to whom 
the translation is addressed). The form and content of the source 
text might be taken into consideration, but not necessarily rendered 
in the translation.   
- Mediation between primary parties in a communication. The 
translator acts as a mediator, that means, that he might be an active 
agent in the process. 
- Covert translation. The reader is not necessarily expected to know 
that s/he is reading a translation.  
 
Microstrategies  
 
 
‘’Whereas macrostrategies concern the translator’s overall plan, microstrategies deal 
with specific problems at the micro level, i.e mainly in connection with words, phrases 
and sentences’’. (Schjoldager, 2008, 89) 
1) Direct transfer takes a source-text item and leaves it unchanged, in the target-
text in the original language.  
 
2) Calque transfers the structure of source-text element to the target text or 
makes a very close translation of it. The result tends to be unidiomatic, i.e 
even though correct, the construction might seem artificial.  
 
3) Direct translation: it is very similar to calque, but the result may be regarded 
as idiomatic. This is done by using linguistic equivalents, word by word. 
Normally the translator tries to translate as close as possible on a linguistic 
level, often choosing the words that s/he finds more obvious.  
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4) Oblique translation: whereas direct translation pretends to cover all the 
meaning potential of a source-text item, the oblique translation does not. It 
rather attempts to convert the contextual meaning of a source-text item. So 
although the meaning in that specific situation is rendered, the words might 
be different from a semantic perspective.  
 
5) Explicitation: The translator writes more explicitly information that is implicit in 
the source text. It’s normally used to make a text more cohesive.  
 
6) Paraphrase: The source text meaning is rendered, but it is hard to define 
exactly how it has been done. There is, at first view, no direct connection 
between the target-text and the source text items. 
  
7) Condensation renders the meaning of the source text but in a shorter way. It 
may involve implicitation, but not necessarily so. A good example of this 
technique is subtitling.  
 
8)  Adaptation reproduces the effect of the source item by use of an equivalent 
expression in the target language. It somehow involves the translator’s 
creativity.  
    
9) Addition: A new unit of meaning is simply added to the source text, without 
having any origin in the source text.  
  
10) Substitution. When using this tool, the source-text meaning is changed. The 
two items correspond with each other, but the semantic meaning has 
changed.  
 
11) Deletion. Certain source-text relevant units are missing. The meaning is not 
present any longer, neither in an explicit nor implicit way.  
 
12) Permutation. When the translator realizes that a given source-text effect 
cannot be rendered in the target text, usually for linguistic or stylistic reasons, 
he may decide to counterbalance the effect somewhere else in the target text.  
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5. Introduction to The Great Gatsby by F. Scott 
Fitzgerald and the translators.  
 
In this chapter we aim to frame the novel in its original context (5.1). It is important to 
know the context of any literary work in order to understand all its possible references 
and see how translators approach them. We also find it necessary to introduce the 
translators we are going to work with throughout the course of our investigation (5.2). 
5.1 Background information about the first publication and 
the historical context. 
 
From the introduction to the novel by Matthew J. Bruccoli of The Great Gatsby 
(Fitzgerald and Bruccoli,1999) some further knowledge can be obtained about the 
writing process: Fitzgerald started writing the first draft in 1923, where we can get  
first glance to the characters Jordan Vance and Ada - who then became Jordan 
Baker and Daisy - and Caraway, that in this first draft is not yet the narrator. The 
inspiration for the setting comes from Great Neck in Long Island, where the 
Fitzgeralds lived from October 1922 till May 1924. From his correspondence with his 
editor Maxwell Perkins, we know that Fitzgerald was planning to finish the novel in 
June 1924, but was conscious of the fact that he maybe wouldn’t be able to do so 
even if he was doing the best he could. He describes himself as overwhelmed by bad 
habits as laziness and referring everything to his wife Zelda. Fitzgerald had a lot of 
debts and often got loans by his publisher and editor in order to maintain the 
luxurious life that his wife Zelda desired. 
The novel, written in 1925, belongs to “the Jazz Age”, a term that Fitzgerald himself 
has coined and that describes the America of the time, economically soared and 
prosperous, with an unstoppable desire for freedom and pleasure after the horrors of  
World War I. However, he also shows the other side of the coin: the decadence of 
American upper society. Prohibition was one of the events that marked this time: with 
the Eighteenth Amendment to the Constitution in 1919, the ban of alcohol sale and 
consumption made bootleggers millionaires and a whole new secret night life arose: 
private parties and secret clubs where liquor and alcohol were the first thing on the 
menu (Sparknotes.com, 2015).  
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The work was written in  the literary context of Modernism, whose writers tried to 
transmit the emptiness and disillusionment after the World War I. In his work 
Fitzgerald indeed deals with the corruption, adultery and general sadness of the 
human condition (The Roaring Twenties Literary and Historical Context for Literary 
and Historical Context for The Great Gatsby, 2015). In August Fitzgerald declared 
that the novel “will be done next week” and that his novel “is about the best American 
novel ever written”. The 27th of October the novel was finished and ready to be sent. 
(Fitzgerald and Bruccoli,1999) 
 
5.2	  Short	  introduction	  to	  the	  five	  translators	  Ove	  Brusendorff,	  Jacques	  
Tournier,	  Gregoris	  Papadogiannis,	  Franca	  Cavagnoli	  and	  José	  Luís	  López	  
Muñóz.	  
 
Ove Brusendorff (1909-1986) translated The Great Gatsby in 1948 
(Denstoredansk.dk,2015). He translated several classics in his life, among them, 
Spoon River Anthology. Nevertheless he started his literary career with erotic novels. 
Apart from his work as a translator, Brusendorff became known for the books Filmen 
l-lll that have been the fundament in Danish film science, which led him to the 
position as CEO in the Danish film museum. But mostly he was into the film 
production and from 1956 he was an honored vice president of  “Le federation”. 
(Danskefilm.dk,n.d) 
 
Jacques Tournier was born in 1922 in Toulon, France. His passion for American 
literature brought him to write a biography of Carson McCullers and to translate into 
French two of Fitzgerald’s novels, The Great Gatsby in 1991 and Tender is the Night 
in 1990. He also had some success with some of the novels that he wrote, like Des 
amants singuliers in 2007 or Zelda in 2008 (Franceculture.fr, 2015). 
 
Gregoris Papadogiannis was born in 1961 in Chania, Greece. He has studied law, 
journalism and film direction. In 1992 he wrote the theatre play The situations (Οι 
καταστάσεις), that won the state award of “best debut writer”. In 1995 and 1998 he 
won two more state theater awards. He first translated The Great Gatsby in 1994 
(BiblioNet, 2012).  
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Franca Cavagnoli has published two novels, Una pioggia bruciante and Non si e’ 
seri a 17 anni, and the essays Il proprio e l’estraneo nella traduzione letteraria di 
lingua inglese and La voce del testo. She teaches translation at ISIT and Universita’ 
degli Studi di Milano. She has been working as a literary translator for leading Italian 
publishers (Adelphi, Feltrinelli, Einaudi) since 1987. She was awarded the Premio 
Fedrigoni for literary translation in 2010 and the Premio Gregor von Rezzori for her 
new translation of The Great Gatsby in 2011 (Administrator, 2014). 
José Luís López Muñóz was born in Madrid in 1934. He graduated in Medicine in 
1956 and acquired a PhD in Philosophy in 1960. After graduating in English 
language and literature (1970), he moved to USA and worked as an Associate 
Professor in the University of Maine (1969-1977). He won the Spanish Translation 
National Award in 2000 for his whole career. Muñóz translated The Great Gatsby in 
1983. (ace-traductores, n.d.) 
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6.  Analysis - Literary translation problems. 
 
      ‘Analysis - literary translation problems’ constitutes the core of our project, consisting 
of a series of analyses and comparisons of the translations. For that purpose, we 
have divided this chapter in subchapters to divide the analysis into different 
categories of translation problems. Starting with Nick’s self description (6.1), 
‘Fitzgerald’s style: symbolism and colours’ (6.2), Idioms (6.3) and cultural translation 
problems (6.4). In ‘Nick’s self description’ we will examine how Nick is being 
portrayed and if his persona changes through the different translations. Moving on to 
‘Fitzgerald’s style: symbolism and colours’ we will focus mainly on the colour 
symbolism, a pattern often used by Fitzgerald, our interest in this particular field was 
triggered by the fact that colours do not always have the same symbolic meaning in 
different cultures. Idiomatic expressions are of most interest concerning literary 
translation, as they appear to be totally culture-bound. Lastly we will look into cultural 
translation problems, a subchapter focused on distinctive American cultural words or 
phrases, and the way our translators deal with terms that  might be unfamiliar to them 
due to cultural differentiations. Moreover at the end of the analyses we hope that we 
will also be able to answer some of the sub questions that were placed in  2.1. 
 
6.1 Nick’s self description.  
 
Fitzgerald uses first person peripheral narrator technique. ”For this reason, Nick 
Carraway as a narrator has a singular place within The Great Gatsby. Part of 
Fitzgerald's skill in The Great Gatsby shines through the way he cleverly makes Nick 
a focal point of the action, while simultaneously allowing him to remain sufficiently in 
the background. In addition, Nick has the distinct honor of being the only character 
who changes substantially from the story's beginning to its end. Nick, although he 
initially seems outside the action, slowly moves to the forefront, becoming an 
important vehicle for the novel's messages” (Cliffnotes.com,2015).  
Thus we thought it to be of great importance to examine the way he is being 
portrayed in the novel and its translations. Nick’s persona is of most importance to 
the coherence of the story, as his non judgmental personality might be the reason 
why Daisy, Tom and Gatsby open up to him and reveal their life’s secrets (e.g Tom 
having an affair, Daisy and Gatsby being in love and Gatsby being a fraud).  
With that purpose in mind, we will analyze how Nick describes himself in the opening 
passage of the novel, inquiring how each one of our translator’s deal with the 
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translation, what kind of technique they use and to what extend the target text might 
be misleading or loyal to the source text. This passage does not necessarily show a 
the pattern the different translators will follow during the whole novel, but we can get 
an idea about how they portray Nick.  
 
“In my younger and more vulnerable years my father gave me some advice that I’ve 
been turning over in my mind ever since.  
  ‘Whenever you feel like criticizing anyone’, he told me, ‘just remember that all the 
people in this world haven’t had the advantages that you’ve had’ 
  He didn’t say any more, but we’ve always been unusually communicative in a 
reserved way, and I understood that he meant a great deal more than that. In 
consequence, I’m inclined to reserve all judgments, a habit that has opened up many 
curious natures to me and also made me the victim of not a few veteran bores. The 
abnormal mind is quick to detect and attach itself to this quality when it appears in a 
normal person, and so it came about that in college I was unjustly accused of being a 
politician, because I was privy to the secret griefs of wild, unknown men.”  (5)4 
 
In the Greek translation of The Great Gatsby the translator chooses to use the word  
ετοιµάζεσαι [preparing](Papadogiannis:9) instead of the phrase ‘feel like’. These 
choice of words may seem minor, but may end up having a big effect in the way we 
perceive Nick’s probability of being judgmental. Someone might argue saying that the 
verb ‘feel’ sounds more personal but it is an undoubted fact that ‘preparing’ is an 
action taking place chronically after ‘feeling like’. To make this argument more clear 
one can only first feel the urge to judge and then prepare to do it, not the other way 
around. Thus, while in the original version of F. Scott Fitzgerald, Nick is presented as 
a person that might feel the need to judge, in the Greek translation he is already one 
step further. Moreover, the replacement of the word anyone with the word κάποιον 
[someone] -when the translator could have used direct translation οποιονδήποτε- 
makes this prospect more specific. Moving forward, in the Danish translation, 
Brusendorff rephrases the whole sentence by saying ‘therefore I have never put 
myself as a judge above others’ whereas a direct translation would be som følge 
heraf er jeg tilbøjelig til at holde min mening for mig selv, en vane..” . He excludes the 
word ‘habit’ and substitutes it with the word aldrig [never] (Brusendorff:7). Using 
‘aldrig’ Nick seems more righteous, whereas Fitzgerald is using ‘habit’, which entails 
the possibility of judging. It can be concluded that in the Greek translation Nick is 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
4 Passages in TL and corresponding back-translation can be found in Appendix B. 
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portrayed as a character more prone to be judgmental while in the Danish there is 
underlying hue of Nick being slightly pretentious and ‘snobbish’ as he distances 
himself from all the people. In the Spanish, Italian and French Nick’s judgmental 
nature is not being intensified.   
In the Spanish translation we encounter nos lo hemos contado todo [explained 
everything to each other](11) instead of ’to be communicative’. The meaning 
rendered here is not quite the same. ‘To explain everything to each other’ makes us 
imagine son and father sitting down and having a pleasant conversation where they 
can share thoughts in a somehow open way. In Fitzgerald’s text, instead, they are 
‘communicative’ which doesn’t necessarily entail to explain anything in particular. At 
the same time, Fitzgerald may also be pointing at the limit of what words can 
express. The father and son simply understood each other without getting into detail. 
This nuance seems to be missing in the translation due to the less ambiguous 
expression [explain everything to each other]. Moreover whereas in the source text 
they communicate in a ‘reserved way’, in the translation they do it  sin renunciar por 
ello a la discreción[without giving up discretion](11). If Fitzgerald is trying to embody 
the American man from the countryside who doesn’t speak overtly about certain 
matters, then ’reserved’ should be interpreted as Nick and his father being reserved 
towards each other. If this is the case, the meaning is slightly different in the 
translation. Similarly in the French translation Tournier chooses the phrase que nous 
nous comprenions a demi-mot [that we understood each other with half 
words](Tournier:11). This entire sentence, creates an impression of close complicity 
in between Nick and his father and by extend give more depth to the character of Mr. 
Carraway, the father. Papadogiannis on the other hand chooses to use the word  
ξοδεύουµε [spending] (Papadogiannis:9) here, instead of ‘in a reserved way’, in a 
figurative way, taking Nick’s family somewhat wealthy background into consideration. 
Nick’s father portrayed as a representative of the older generation, the generation 
just before World War I in America. If ‘time is money’ then spending time in words 
and long conversations is nothing but meaningless.   
 
Moving on to ‘a few veteran bores’, this is a phrase used by Fitzgerald to talk about 
Nick’s personality and habit of talking to many different and sometimes uninteresting 
people. In the Danish translation Brusendorff translates this phrase with: adskillige 
rædselsfulde tørvetrillere [several horrible dry sticks](Brusendorff:7). This particular 
choice has made this notation more negative loaded in Danish than in the English 
version. The word that really stands out is rædselsfulde, which makes them even 
more negative. In the French translation of The Great Gatsby  Tournier uses the 
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expression raseurs aguerris [veteran shavers] (Tournier:11). This sentence might 
seem confusing back translated to English. However, a raseur, as given in the 
Multidictionnaire de la langue française, means in French ‘someone who bores’. 
Jacques Tournier uses here an adaptation microstrategy. The meaning stays the 
same in the translation, even though the use of raseurs is a bit more familiar than 
‘bores’.  
In the Spanish we encounter the use of pelmazos inveterados [inveterate bores] 
(Muñóz:11) instead of ‘veteran bores’ which is surprising, not so much for the noun 
but for the adjective. The Spanish noun pelmazo can refer to a boring and 
uninteresting person, just as ‘bore’ in English. Besides that though, a pelmazo is also 
tiresome and even annoying. The two words do not have the exact same 
connotation, but Muñóz might have considered this solution more appropriate as the 
literal translation of ‘bore’ to Spanish would be problematic (un aburrido veterano), 
because both words (‘bore’ and ‘veteran’) can work as adjectives and so, the result 
would be unidiomatic. The adjectives [inveterate] and ‘veteran’, although having the 
same etymological origin and sharing part of the semantics content, do not mean 
quite the same. A veteran is someone who has experience in a particular field, 
whereas someone inveterate, has a particular habit that is long established and 
unlikely to change. If Muñóz had used calque, the result would probably have been 
aburridos veteranos. As mentioned, this would be unidiomatic and also confusing, as 
one who read would be more likely to understand it as ‘’boring veterans’’. If he had 
instead used direct translation (word-for-word), the result would have been 
pelmazo/pesado veterano [veteran bore]. It would have worked, but he chooses 
instead to leave a footprint on the translation by using a sense-for-sense approach. 
Thus, even though the two target-text items don’t have a direct correspondence, the 
contextual meaning is rendered. This would be a case of Schjoldager’s oblique 
translation. Something very similar happens in the Italian translation, where we also 
encounter inveterati seccatori [inveterate bores](Cavagnoli:55). This option though, 
englobes seccatori which we would consider closer to ‘bore’ than the Spanish noun 
pelmazo. If she had used a calque saying veterani seccatori [veteran bores] then 
there might have been a misunderstanding in the world veterani since it could be 
understood as the noun meaning both a military that after a long service is dismissed 
and a person that leaves a profession after working there for many years. 
Papadogiannis on the other hand uses the word µπελάδες [bothers] 
(Papadogiannis:9). At first this might seem strange and irrelevant but the Oxford 
Dictionary defines “bores” as: 1. a person whose talk or behaviour is dull and 
uninteresting  and 2.a tedious or annoying situation or activity 
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(Oxforddictionaries.com,2015). With his decision Papadogiannis may make the 
boredom element less obvious but he keeps the content of something that is 
‘irritating’. When reading further down Nick’s desperate need to avoid any kind of 
revelations becomes clearer:  
 
 
   “Most of the confidences were unsought- frequently I have feigned sleep,  
 preoccupation, or a hostile levity when I realized by some unmistakable sign that an 
intimate revelation was quivering on the horizon…” (5)   
 
Lastly Nick mentions that he was ‘Unjustly accused of being politician’. In the Danish 
translation the phrase snu rad [sly fox] (Brusendorff:7) is being used, as a result of 
adaption. If Brusendorff had used the strategy of direct translation “politiker” 
[politician] the immediate connotation wouldn’t be Nick as a sly person, because 
politiker does not have that immediate negative connotation in Danish due to the high 
trust from the Danes in the Danish democracy. Tournier uses in this case the 
expression éminence grise [grey eminence](Tournier:11), different from a politician, 
indeed it designates the man beyond the politician. In the Multidictionnaire de la 
langue française the definition given for éminence grise is conseiller secret which we 
could backtranslate as [secret advisor].The use of éminence grise instead of 
politicien by the translator gives a shadier impression about Nick Carraway, and to a 
certain extend accentuates the difference between Nick and the ones judging him. 
Muñóz for his parts translates it as hacer política [to do politics](Muñóz:11) instead of 
‘being a politician’. In Spanish there is in principle no direct negative connotation for 
the word ‘politician’5, but doing politics in the meaning of acting like a politician, that 
is, avoiding to make strong statements in order for people to like you is an expression 
that renders a close meaning to the SL item ‘politician’. At last Papadogiannis and 
Cavagnoli use direct translation.   
 
 
Summing up, we have the Italian translation that is very close to the source text. 
Cavagnoli has used direct translation almost all the way through the passage, with 
some minor changes regarding syntax, in order for the Italian text to sound 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
5 Although corruption scandals have affected very much the figure of the politician in Spain 
lately, the word does not appear directly with pejorative connotations, not as in US English 
(Chiefly USA. A person who acts in a manipulative and devious way, typically to gain 
advancement within an organization (Oxford University Press, 2015))  
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idiomatic. Going towards the more target oriented versions, we have the Greek 
translation, that despite presenting a Nick that seems somehow more prone to 
judge, Papadogianis has tried to be as loyal to the source text as possible. Moving 
on, we place the French version. Indeed Tournier is taking a nuanced kind of 
translation. He is not completely source text oriented, nor target oriented, he adapts 
his choices to make them coherent according to both of these macrostrategies by 
being somehow creative. Then we would regard the Spanish translation as being 
closer to a target text oriented macrostrategy. Muñóz does some unnecessary 
paraphrasing, and renders the meaning focusing more on the effect of the text than 
the form and content. Lastly, we argue that the Danish text simply  presents Nick 
differently. Brusendorff translates this passage rather freely, without aiming for 
accuracy and loyalty to the original text in the choice of specific words.  
 
 
 
6.2 Fitzgerald’s style: symbolism and colours. 
 
‘’When talking about a text style we are referring to the way in which the text is 
written’’ (Schjoldager, Gottlieb and Klitgård,2013:265). Defined as “variation in 
language use” (Wales 2001:371)6. “The very specific choice of words, the sentence 
structure and syntax are all elements that construct figurative language”. 
Fitzgerald’s usage of symbols and colours is rich and the repetition element of the 
colours is one of the most easy to detect. Symbols such as the green light and T.J 
Egleburg’s have an important place in the novel, but at the same time they are subtly 
presented thus making the objectification of them almost impossible. Fitzgerald’s 
language has been assembled carefully to create a literary sphere of interpretational 
suggestions. 
 
 
In an effort to get to the real core of literary translation we chose to analyse passages 
where the use of Fitzgerald’s poetic language is strong, and that we considered to be 
characteristic examples of the author’s writing style. We will subsequently examine 
the techniques our translators use and the way they approach such delicate matters. 
We have selected the last passage of the book, and apart from that, also some 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
6  Directly taken as a reference from the book Understanding Translation by Anne 
Schjoldager. 2013 
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singular examples we noted to be of great colour symbolic importance.   
 
In the following passage Nick brings the story up to the category of American Story, 
identifying Gatsby’s dream with the American Dream, the dream the first Dutch 
sailors had when they came to the new continent (155).  
 
 ‘’And as I sat there brooding on the old, unknown world, I thought of 
Gatsby’s wonder when he first picked out the green light at the end of Daisy’s dock. 
He had come a long way to this blue lawn and his dream must have seemed so close 
that he could hardly fail to grasp it. He did not know that it was already behind him, 
somewhere back in that vast obscurity beyond the city, where the dark fields of the 
republic rolled on under the night. 
Gatsby believed in the green light, the orgastic future that year by year 
recedes before us. It eluded us then, but that’s no matter—tomorrow we will 
run faster, stretch out our arms farther.... And one fine morning—— 
So we beat on, boats against the current, borne back ceaselessly into the 
past. ‘’ (156) 7 
 
First thing to analyse will be the allusion to ‘the republic’. It is here where Fitzgerald 
makes clear the extent to which the story can reach: The story of Gatsby can be 
extrapolated to the whole society in the United States. ‘The republic’, made explicit  
in la nación americana [The American Nation]8(Muñóz:188) in the Spanish target text 
or the Nation [nation](Tournier:222) in Tournier’s text 9 alludes to the country that 
Nick looks at somewhat sceptically. Let us remember that we are in the Golden 20s 
and Nick has shown his disapproval towards where the society is going at that time, 
tending to wild consumerism and ostentation. In this essential moment of the novel, 
one of our translators goes in a total different direction, though. Papadogiannis 
substitutes ‘republic’ with γαλήνη [peacefulness] (Papadogiannis:243), we can only 
guess that Papadogiannis must have had the idea of Nick gazing into the city at that 
point, thus deciding to translate the passage with a sentence following Fitzgerald’s 
poetic language. The resulting sentence might have a completely altered meaning 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
7 Passages in TL and corresponding back-translations can be found in Appendix A. 
  
8 The notion of Republic in a Spanish context might have  too strong of a leftist tinge, due the 
Spanish recent history, regarding systems of government and civil war.  
9 In the case of ‘republic’ translated as [Nation] it seems that Tournier chooses this way 
because république in French is a particular way of governing while Nation renders the 
meaning of the whole society as Fitzgerald intended to mean originally. 
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but stays loyal to the poetic tinge. We have already stated the importance of the 
reference to the US, and not rendering it may entail the fail of this extrapolation. 
Not to be considered as a symbol, but rather as a particularity of Fitzgerald’s style, 
we have ‘the orgastic future’. Apparently, being aware that ‘orgastic’ is a less 
common variant of the word ‘orgasmic’, we know from the Cambridge University 
Press edition of The Great Gatsby (Fitzgerald,1999) edited by Matthew J. Bruccoli, 
that Fitzgerald wrote to Perkins, his editor, the 24th January 1925, asking him to 
check on the corrector of the drafts so that ‘orgastic’ wouldn’t be changed into 
‘orgiastic’. Fitzgerald wanted to refer to the orgasm and not to the orgy, saying that “it 
expresses exactly the intended ecstasy”.Indeed the word ‘orgastic’ does not appear 
in many dictionaries unlike ‘orgasmic’, which would be the ordinary adjective for 
something relating to ‘orgasm’. Fitzgerald was right about his concerns as he 
correctly predicted the future confusion his phrase would create. The Spanish 
translator actually writes ‘orgiastic’ instead of ‘orgastic’. We assume that he possibly 
interpret the word as ‘orgiastic’, being the lack of an ‘i’ a spelling mistake. We cannot 
say that the consequence of this little difference reach very far, because the 
atmosphere at Long Island at that time  can be metaphorically identified with an orgy, 
i.e an instance of excessive indulgence in a specified activity (Oxford 
dictionaries.com,2015). However, it is a remarkable fact that can serve as an 
example to stress the accuracy that needs to follow a translation. The consequences 
could have reached much further. Svimlende (Brusendorff:176) is Brusendorff’s 
choice in this case. It only stands for enormous or staggering (Axelsen, 1984: 523)  
and curious when he could have used direct translation orgiastisk. The three other 
translators use direct translation.  
 
Moving on to the colours, we encountered two examples in this passage that we 
want to discuss. We will moreover include some additional examples we found 
throughout the novel to analyse the colour symbolism in greater depth.  
 
The colour of the ‘green light’ at the end of Daisy’s dock presents three potential 
meanings that are not mutually exclusive. Firstly, the generally accepted meaning is 
that it means ‘hope’. (Reiter,1989:31) The nature is green especially in springtime, 
when a new ‘age’ and all its fruits are coming. Similarly, the green light that Gatsby 
sees when he looks towards Daisy’s house represents the hope that he has for 
achieving his dream. A dream that is closely related to wealth. Gatsby wants Daisy 
partially because she belongs to the upper class, the people who have ‘old money’ 
as opposite to his ‘new money’. He even puts it explicitly when he says: ‘’her voice is 
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full of money’’ (104). And this other symbolism bring us to the other potential 
meaning. Green colour appears to be closely related to money in the US, because of 
the colour of their notes, being the ‘greenback’ the name they use to refer to the one 
dollar note. At a later stage in the novel, the whole Sound between West and East 
Egg turns green. It happens when Gatsby and Nick both are at the Buchanan's and 
Gatsby is possibly envious. It is common knowledge that green symbolises envy, 
with expressions such as ‘’green eyed monster’’.  
The green light appears five times throughout the novel and is for the most subjected 
to direct translation. The exception is in Brusendorff’s text: den grønne lygte [the 
green lamp]. The first time written in the novel Brusendorff uses the direct translation, 
which is lys [light] (Brusendorff:26). The next three times Brusendorff changes his 
strategy and uses lygte [lamp] (Brusendorff:92,176). This change could be regarded 
as minor, but the breakthrough of a term that Fitzgerald persistently repeats during 
the novel could entail a loss of cohesion, and with it, a loss of the symbolic load that 
the term seems to carry. In other words, by using ‘lamp’ Brusendorff momently 
demystifies where the green light comes from and somehow objectifies the light. 
However the fifth time he returns to using ‘light’ in the final use of this important 
symbol. (Brusendorff: 176)   
 
Moving forward, we have ‘the blue lawn’(156). The word ‘lawn’ is used repeatedly by 
Fitzgerald, normally to refer to the grass in front of the houses at Long Island, but in 
the words of Nick, ‘the lawn’ has earlier in the novel shown to have a significant 
symbolic meaning especially when It comes to his feelings about Gatsby. Important 
comments such as “ They’re a rotten crowd i shouted across the lawn. You are worth 
the whole damn bunch put together” (133) or “I was sure the request would be 
something utterly fantastic and for a moment I was sorry I’d ever set foot upon his 
overpopulated lawn” (59) could suggest it.  
With the addition of the colour, ‘lawn’ has three possible meanings. At this stage we 
need to inquire the symbolic meaning of the colour blue. At least in the English 
speaking world, blue is normally associated to sadness, as we usually hear the 
phrase “Being blue” to describe sadness. There are many blue things in our novel, 
reflecting the sad aftertaste of the overall story. ‘’In his blue gardens men and girls 
came and went like moths among the whisperings’’(36), showing what we later will 
understand, i.e although Gatsby has many guests, he has no friends. Another 
example is Nick saying  ‘’So when the blue smoke of brittle leaves was in the air 
‘’(152), after Gatsby’s death. The most straightforward way of interpreting this colour 
when it is complementing ‘lawn’ would be that Nick is simply referring to the lawn in 
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front of Gatsby’s house. It is blue because Gatsby is no longer alive. This is what 
most of the translators understand, discarding other possible interpretations that 
remain open in Fitzgerald's text. We will discuss these other interpretations later, but 
let us focus now on the translations. Muñóz for example writes césped de color azul 
[lawn of blue colour](Muñóz:188). Firstly we should note that the symbolic use of the 
blue colour is rather weak in Spain. Muñóz might either not have been aware of the 
possible symbolic load of this colour, or simply not found any ways of transferring it to 
the Spanish speaking readership. The same happens for the Italian translation prato 
blu [blue lawn](Cavagnoli:224). On the contrary, we encounter θλιµµένο γρασίδι [sad 
lawn](Papadogiannis:243) in the Greek version. Papadogiannis interprets the 
meaning of the colour and renders it literally, with a target approach. Another 
remarkable choice is Tournier’s. He translates ‘blue lawn’ to jardin enchanté 
[enchanted garden](Tournier:223). Following the poetic logic of the passage, 
Tournier chooses to change the adjective and specify that ‘lawn’ refers to Gatsby’s 
garden. We assume that while aiming for a target text option, the connotation of 
sadness is lost in Tournier’s option in favour of a ‘ghostly house’ that we cannot infer 
from the source text at all. Brusendorff for his part does not allude to any kind of lawn 
at all in his translation. He may be trying to avoid the choice of either translating 
directly with it possibly leading to a incoherence in Danish, or interpreting Fitzgerald’s 
words and erase the great symbolic potential.  
As we noted earlier, most of these translations exclude the possibility of other 
meanings. Let us keep in mind that ambiguity and coexistence of meanings is often 
what a writer aims for. (Klitgård in Schjoldager,2013:254) In Fitzgerald’s text, we 
could infer other possibilities, such has the ‘blue lawn’ meaning again the sound that 
is between Daisy and Gatsby. ‘’I thought of Gatsby’s wonder when he first picked out 
the green light at the end of Daisy’s dock. He had come a long way to this blue lawn 
and his dream must have seemed so close that he could hardly fail to grasp it’’(156). 
As we see, it is right after he mentions the green light as Gatsby’s objective, that he 
speaks about the ‘blue lawn’, symbolizing that Gatsby is close but yet still far. 
Another possible meaning is that Nick refers to the graveyard: Gatsby has come a 
long way (he has been working hard in order to achieve the position he has now) and 
ends up tragically dying, in the graveyard.   
 
Let us summarize the analysis we’ve made so far. Scaling the translators from the 
most source oriented to the most target oriented, we come across the Italian 
translation again, leaving the target text technique spectrum almost untouched. We 
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would consider both Tournier and Muñóz are target oriented when substituting the 
signifier that alludes to the USA. Muñóz takes the liberty of ‘correcting’ Fitzgerald’s 
words and include an i in the translation. We encounter Papadogiannis moving back 
and forth between being source 
 and target text oriented, with even a singular example of him being too creative, 
resulting in a fault translation. Last but not least we would have Brusendorff. He is 
not consequent with text 
specific terms and he simply ignores some source 
text items whose meaning is rather uncertain, like the ‘blue lawn’. 
 
 
The Great Gatsby is a prolonged allegory describing the demise of the American 
Dream. Taking a closer look in all the symbols that constructed the novel we will try 
to examine whether our translators respected Fitzgerald’s language particularity. We 
mentioned above the example of the Danish translation where Brusendorff translated 
‘green light’ differently, by using both ‘light’ and ‘lamp’.   
 
Continuing with the colours, we will now move to yellow. This colour symbolises joy, 
happiness and optimism. On the dark side of yellow, however, we encounter 
betrayal, dishonesty, cowardice, jealousy and deceit. And that is not only in literature 
but also in everyday life, for instance with the phrase “yellow journalism”, a term that 
represents the decay of objective journalism and the beginning of an era with media 
corruption (History.state.gov,2015). Furthermore yellow is also one of the colours of 
physical illness such as malaria and jaundice. 
Gatsby’s car is yellow, the mean he uses as a showcase to hide his true identity as a 
newly wealthy person (a person that grew up as a poor child), for Gatsby being rich is 
not enough, he wants to seem as if he always had been rich. T.J Egleburg’s eyes 
that have witnessed death and betrayal (when Wilson finds out of his wife’s affair 
while looking in T.J Egleburg) are also in yellow glasses. In the end of the novel 
Gatsby’s car causes the death of Myrtle. 
 
We have chosen one of the characteristic passages from the novel where the colour 
yellow is most detected. In Chapter 3 Nick describes one of Gatsby’s parties, it is one 
of the passages where the hollowness of the upper class is being presented in the 
book. Quoting Fitzgerald: 
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“It was an age of miracles, it was an age of art, it was an age of excess and it was an 
age of satire”(163) 
 
“The lights grow brighter as the earth lurches away from the sun and now the 
orchestra is playing yellow cocktail music and the opera of voices pitches a key 
higher. Laughter is easier, minute by minute, spilled with prodigality, tipped out at a 
cheerful word.” (44) 
 
 
Cavagnoli and Brusendoff choose to use direct translation musica gialla da cocktail 
[yellow cocktail music] (Cavagnoli:91) and gul cocktail musik [yellow cocktail music] 
(Brusendorff: 43). By using direct translation the sentence is kept intact and the 
colour symbolism is left upon the subjectivity of the reader. Papadogiannis, however, 
chooses to translate it as µουσική κατάλληλη για κοκτέιλ [cocktail appropriate 
music](Papadogiannis:60). Even though we can not define his choice as right or 
wrong, it presents great interest to our team to examine if his translation is a product 
of interpreting ‘yellow’ as a happy colour hence appropriate for parties. What stands 
as a fact is that he rephrases a sentence by eliminating the symbolic meaning of the 
word ‘yellow’. Tournier is following a similar technique, he translates it by using his 
personal literary interpretation into Des arrangements de musique brillante et légère 
[Shiny and light music arrangement](Tournier:56). However, even though both the 
Greek and the French translations might conclude to an accessible, easy to read and 
coherent text inevitably this also results in a text lacking of its important and original 
symbolisms. The Spanish translator yet uses a whole different approach as he 
translates Música decadente para cócteles [decadent cocktail music](Muñóz: 48). 
While talking about colour symbolism we mentioned that yellow can have the 
meaning of sickness, deceit and decay. However, it is not an easy task to interpret 
what an author means and it is even more risky to exclude entirely all other 
meanings. In Chapter 3 of The Great Gatsby the usage of colours is particularly 
strong ‘blue gardens’, ‘yellow bug’, ‘a dark gold’, ‘gaudy with primary colors’, ‘yellow 
dresses’ etc. as we can see from the examples. This important usage of colours in 
his description follow his repetitive pattern of symbols. What we come upon many 
times in the particular chapter is the colour yellow, and it is exactly because of the 
repetition we understand that yellow dress might refer to something deeper than just 
the colour of the girls’ outfit. Those girls as everything else also represent the upper 
class, their dresses are yellow because as everything else in this party they are 
decadent and full of superficial deception. However we come to realise that not all 
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translators respected Fitzgerald’s technique. Concluding that the exclusion of the 
colour symbolism does interfere with Fitzgerald’s style.  
 
Lastly, let us examine the colour white. The color white has been associated with 
weddings and other significant life or spiritual events. In ancient Greek, white was the 
color of bridal joy, and brides not only wore white dresses and white flowers, but they 
also painted their bodies white. “In China, it was the color of purity and perfection, 
and thus uniquely suitable as a colour associated with death, which they saw as the 
time when the deceased person moved towards ultimate perfection. In ancient 
Japan, white was also the colour of purity and innocence. In Africa, the colour white 
is associated with deities and worship. In the Christian tradition, white clothes were 
worn at the time of baptism to represent spiritual purity and the washing away of sins” 
(Eiseman, 2000:136). “On a more universal level the colour white is associated with 
light, goodness, innocence, purity, and virginity, considered to be the colour of 
perfection, signifies safety, purity, and cleanliness, usually has a positive connotation, 
can represent a successful beginning, depicts faith and purity. (Color 
Psychology,2015).  
 
Daisy and Tom looked at each other for a moment in silence. 
‘Is she from New York?’ I asked quickly. 
‘From Louisville. Our white girlhood was passed together 
there. Our beautiful white——‘ (20)  
 
We found it to be of great interest that almost all of the translators choose to rely on 
their interpretation and their personal notion of what ‘white’ might mean in Daisy’s 
words. As we can see next, only the Italian translator chooses to use direct 
translation of the colour: Bianca fanciullezza [white adolescence](Cavagnoli:72), 
changing however ‘girlhood’ to adolescence. If white is supposed to symbolise purity 
and virginity, does it lose some of its connotation when being set next to the word 
‘adolescence’? We could imagine it easier for the word ‘girlhood’ to be associated 
with both purity and virginity, perhaps more that the word ‘adolescence’. On the other 
hand the rest of our translators choose to replace the colour with an interpretation of 
what it symbolises. Tournier translating it as Candides années de jeunesse 
[Ingenuous youth years](Tournier:33), Muñóz writing: Virginal adolescencia [virginal 
adolescence](Muñóz:29), Brusendorff: pure ungdom [pure youth](Brusendorff:24) 
and lastly Papadogiannis translates it as αγνά κοριτσίστικα χρόνια µας [our chaste 
girly years](Papadogiannis:34). Notice how in the Greek and Spanish versions, the 
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childhood is here a life period exclusively characterized by the chastity element. In 
the Danish text we encounter the adjective ‘pure’ which has a somewhat broader 
meaning than ‘virginity’ or ‘chaste’, leaving space for other interpretations. Tournier 
for his part focusses on the ingenuity that might be typical of the girlhood. On one 
hand, we would argue that all these options are within the meaning potential of the 
symbolic use of ‘yellow’, but on the other hand, they also entail a noticeable change 
in Fitzgerald’s style. He chose to use the colour ‘white’ instead of words that could 
have the same meaning, Fitzgerald choses to use a symbolism and though 
interpreting some symbols is more easy than others it is still risky to base a 
translation on the translator's subjectivity.  
 
 
 
Despite the fact that Cavagnoli prefers ‘adolescence’ over ‘girlhood’ she would still 
be the most source 
text oriented of our translators. Brusendorff does not present a uniform approach 
here, leaving in one case the colour and substituting it with an adjective in the other.  
The Greek, Spanish and French translators all have target 
text oriented approaches, mainly focussing on the effect of the target text. While 
trying to fulfil this effect, they trust their own interpretation of the colour to be 
authoritative. The results are questionable, and the proof is that none of the three 
translators coincide in the target text item corresponding to ‘white’ and ‘yellow’.  
 
 
6.3 Idioms. 
 
Idiomatic expressions, also known as ‘fixed expressions’ (although this term has 
been criticised as not being accurate, since idioms do, occasionally, present the 
possibility of some modification) are a particularly remarkable part of a language’s 
vocabulary. Their meanings are often unpredictable, having little or no connection to 
their literal meaning.  
 
The origin of an idiom normally has its place in the recurrent metaphoric use of a 
whole expression that was once used literally. When such metaphoric uses appeal to 
people’s imagination, they catch on and spread throughout the speech community.  
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Most idioms have a transparent origin, but since the fact they once literary referred to 
may no longer exist, they become less or no transparent at all. It can be really hard to 
find the ultimate origin of an idiom. (Baker and Hengeveld, 2012: 274-278) 
 
Consequently, we find it appropriate to see how our translations addressed these 
particular figures of speech. We are curious about whether our translators try to 
reproduce the idiom on the basis of its linguistic elements, or rather considering the 
image that the phrase suggests. Another possible option, and according to Bassnett, 
the most sensitive one, is to have their main focus on the function of the idiom.  
(Bassnett-McGuire,1980: 24) 
 
We will now go through three short passages where idiomatic expressions are 
involved and discuss the translations. 
 
‘’Daisy and Tom looked at each other for a moment in silence. 
‘Is she from New York?’ I asked quickly. 
‘From Louisville. Our white girlhood was passed together there. Our beautiful 
white——‘ 
‘Did you give Nick a little heart to heart talk on the veranda?’ demanded 
Tom suddenly. ‘’(20) 
 
This is a rather transparent idiom, i.e the idiomatic meaning of the expression is 
somehow connected to its literal meaning. Thus, although hearts can’t talk to each 
other, we normally identify the heart as the organ most connected to feelings and 
emotions. In this way, we believe that when people ‘talk from the heart’, they do it 
with trust, openly and with sincerity (Oxforddictionaries.com, 2015). Taking that into 
this context, we assume that Daisy has been sharing private matters about her past 
with Nick.  
 
Let us now examine how our translators transfer this idiom, which in principle we 
assume to be exclusive of the English language.  
 
In the Danish translation we encounter Betroede du dig til Nick [did you confide in 
Nick](Brusendorff:24). According to the Nudansk dictionary betroede means ‘tell 
someone about a secret or a private matter while trusting them not to repeat it to 
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others”10 (Becker-Christensen,2003: 152). This is a common way in Danish to tell 
someone something confidentially. So the word betroede has the trustworthiness, but 
lacks the honest perspective, which the ‘heart to heart’ expression also implies. The 
idiom lette/åbne sit hjerte for [unburden one's heart] could have been a more source 
text oriented option. At the same time the two Danish expressions (betroede and 
åbne sit hjerte) have different meanings. While [unburden one’s heart] is something 
you have been burdened with for a long time and finally wants to share, betroede sig 
is more something you tell someone because of trust.    
Papadogiannis does not use a Greek idiom either: πρέπει να συζητάγατε κάτι πολύ 
σηµαντικό µε τον Νικ στη βεράντα, ε; [you must have been discussing something very 
important, with Nick, on the veranda, huh?](Papadogiannis:34). The translator 
translates the phrase using his point of view and interpretation of the scene. 
Papadogiannis connotes the meaning of intimacy into something serious or 
important, hence ignoring the sincere and warm connotation of the phrase. 
Immediately the meaning of the phrase changes into a situation lacking the heartfelt 
ambience. In an attempt to keep Tom’s ironic and rude tone of voice, Papadogiannis 
uses the word ‘very’ and ends his sentence with the sound ‘huh?’ 
In Italian we find an idiomatic expression that also involves the heart: Col cuore in 
mano [With the heart in hand](Cavagnoli: 72). According to the Dizionario dei Modi di 
Dire by the Corriere della Sera, it means to talk with sincerity, frankness and honesty. 
The origin is not certain, but it seems like it refers to Christ’s heart in the form of a 
necklace or a bracelet. The action of holding such an object enhances the sincerity of 
one’s words. The same idiom is also commonly used in the Spanish language: 
Hablar con el corazón el la mano[Speak with the heart in the hand].  However, 
Muñóz prefers a simple description of what Daisy might have been doing: hacer 
confidencias [to exchange confidences (literally: to make confidences)] (Muñóz: 29) 
One cannot avoid wondering about this choice, when there actually is the Spanish 
idiom Hablar con el corazón el la mano that is so close to the original.  
Tu as offert à Nick un petit entretien cœur a cœur sur la veranda ?[Did you offer 
Nick a little heart to heart interview in the veranda?](Tournier: 33)  is Jacques 
Tournier’s choice. Tournier uses a calque microstrategy to translate ‘heart’ in this 
idiomatic expression. The meaning is identified clearly because of the transparency 
of the idiom, but this is not a French idiomatic expression as such. Parler à cœur 
ouvert [Speaking with an open heart], as suggested by the expression dictionary of 
the journal Linternaute, could be an equivalent French idiom.  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
10  “fortælle nogen noget personligt i tillid til at de ikke siger det videre.” 
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‘’His voice was solemn as if the memory of that sudden extinction of a clan still 
haunted him. For a moment I suspected that he was pulling my leg but a glance at 
him convinced me otherwise. ‘’ (58) 
 
‘’To pull someone’s leg’’ means to tell someone something that is not true as a way 
of joking with them. It can either be in a playful way or with aim of actually fooling 
somebody. It possibly emerged in London, when thieves attacked their victims by 
pulling them to the ground by their leg (McDermott, 2013). The idiomatic meaning of 
this expression is no longer transparent.  
 
In the Danish text we have Han holdt mig for nar [he held me for a ride] (Brusendorff: 
66). The idiomatic meaning of at holde nogle for nar is to make someone an object of 
cheating, deception and fraud (Ordnet.dk, 2015). Brusendorff might be trying to 
translate the English idiomatic expression into a Danish equivalent one. We would 
argue that holde nogle for nar does not have the same innocent connotational 
component, but covers the meaning in this specific situation, i.e Gatsby is telling Nick 
something that is not true.  
Tomar el pelo [to take somebody’s hair](Muñóz: 73) is the Spanish idiom that Muñóz 
uses, and its meaning is exactly the same as ‘to pull someone’s leg’. Although this is 
not sure at all, it might have originally referred  to the haircut convicts get, when they 
first enter prison. The loss of hair can be seen as the first ‘right’ the prisoner will have 
to lose. Similarly, when you ‘take someone’s hair’, you are fooling him, depriving him 
from the truth. In the French translation Jacques Tournier uses the idiomatic 
expression Je crus qu’il se payait ma tête [I thought he was paying my 
head](Tournier: 85). In the expression dictionary of the journal Linternaute the 
definition of se payer la tête de quelqu’un is to mock someone, usually without that 
someone noticing it. The tête [head] symbolises the individual who is being mocked. 
Tournier could have also used another idiomatic expression using the lexicon of the 
legs with faire marcher quelqu’un [make someone walk] which means making believe 
something to someone in order to have fun, to tease him (De Villers, 2012). In the 
Italian version we come upon Prendere per il naso [to take by the 
nose](Cavagnoli:114). The meaning of this italian idiom is to make fun of somebody 
in different ways, usually by making him/her believe things that are not true or by 
mocking him/her. It comes from the tradition of guiding the oxen by the ring that is 
pierced inside it’s nostrils. It is a very old expression, already in use by the Romans 
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and even before by the Greeks. It means then to take somebody where you want, 
which later got the meaning of fooling somebody.  
 
On the contrary, in the Greek text there is an absence of idioms. Papadogiannis 
chooses to use the word κοροϊδεύω which meaning is closer to the verb [to mock] 
instead of  δουλεύω [tease] that has a less judgmental connotation. Mε κορόιδευε 
[Trying to fool me](Papadogiannis:92).   
The word δουλεύω [to work], is also the root of the Greek word δούλος [slave]. Thus 
it has occurred in modern Greek that this verb [to work someone around] is being 
used often to describe the act of causing a subject to be subordinated to one's will. In 
this specific passage Nick has the impression that Gatsby is presenting a false 
identity to him, that he is trying to deceive him. Of course when reading the word 
κοροϊδεύω in addition to the sentences’ content, one can understand the intended 
meaning of fooling, however from a linguistic point of view δουλεύω [to work] would 
be a more suitable choice.  
 
‘’I was bridesmaid. I came into her room half an hour before the bridal dinner, and 
found her lying on her bed as lovely as the June night in her flowered dress—and as 
drunk as a monkey. She had a bottle of sauterne in one hand and a letter in the 
other. ‘’(67) 
      
  
Interestingly, both in the Danish and French versions, the reference to animals is 
kept. Fuld som en allike [Drunk as a jackdaw](Brusendorff: 76) is extremely close to 
the original, as the only thing that changes is the animal. So instead of a monkey, we 
have a jackdaw. Originally a jackdaw is known for being a bird that greedily eats 
bread dipped in brandy. This indicates, that it has a thirst for liquids and will become 
very drunk. Moreover it can be interpreted as being a razorbill, which is known for 
having a waddling walk, which you might have, when you are very drunk. (Becker-
Christensen, 2003:55). Fuld som en allike is an older expression and shows that the 
Danish edition is from 1948. A more time appropriate idiom would either be hønefuld 
[drunk as a hen] or fuld som et svin [make a pig of oneself]  The resulting phrase fuld 
som en allike is a Danish idiomatic expression, whereas the French can be 
considered as a calque of the English idiom: Aussi ivre qu’un babouin [as drunk as a 
baboon](Tournier:97). There is no trace of a French idiom involving monkeys (or 
baboons) and the fact of being drunk. But the meaning is understandable by the use 
of ivre [drunk] before the comparison.  
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In fact, after a closer inquiring of ‘drunk as a monkey’, we discovered that it is actually 
not an established idiom. Actually the standard English expression for this situation 
would be ‘drunk as lord’, or ‘drunk as skunk’. This could be an explanation of 
Tournier’s choice: After seeing Fitzgerald’s original metaphor, Tournier might have 
licenced himself to do a similar thing, so that by subjecting the idiom to a little 
variation, Tournier can offer an original metaphor, like Fitzgerald does. This type of 
equivalence has been named ‘dynamic’ by Eugene Nida. With this approach the 
translator tries to recreate the relationship between receiver and message that was in 
the original text. (Bassnett-McGuire, 1980: 26) 
 
In Spanish we do find an idiom. Más borracho que una cuba [more drunk than a 
barrel](Muñóz:83). This is a very common idiom in the Spanish language. Its 
meaning is pretty transparent. A cuba [barrel] is where the alcohol is fermented, and 
so it turns out appropriate to say that somebody with a high percentage of alcohol in 
his veins is more drunk than a barrel. What we encounter in the Italian version is not 
really an idiom. Franca Cavagnoli uses Ubriaco fradicio [wet drunk](Cavagnoli: 124). 
Fradicio [wet] is used as an intensifier to define extreme situations, for instance, 
essere malato fradicio means [to be very ill] or innamorato fradicio [to be very in 
love]. Then ubriaco fradicio comes to mean [to be very drunk]. The meaning of this 
expression is rather poetic, so you are so in love, or so drunk that you are wet with 
love or illness, as if love or illness were something physical, like a heavy rain that can 
get you soaked. Something similar happens in the Greek text: Τύφλα από το αλκοόλ 
[Blinded by alcohol](Papadogiannis:106). Blind [τυφλός] is a very commonly used 
word in the Greek language. It’s origin possibly occurred from the effect high 
percentages of alcohol have on one’s sight, as it worsens one’s ability to see clearly. 
In literature (and mainly in ancient Greece) it was used to describe a regrettable 
action caused by an individual who is momentarily controlled by his feelings and 
loses his judgmental ability. One of the most known examples is the one of Achilles, 
Greek hero and warrior. In Homer’s “Iliad”, Achilles blinded by his anger, over 
evaluates his abilities and performs the act of ὒβρις[hubris]11: In ancient Greece, the 
sin of thinking you are above the Gods or forgetting to apply their religious 
implementations (mainly sacrifices of animals). Committing hubris always leads to 
νέµεσις[nemesis]  the God's punishment. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
11 (in Greek tragedy) excessive pride towards or defiance of the gods, leading to nemesis. 
(mac dictionary, Oxford Dictionary of English, Oxford Thesaurus of English, Apple Dictionary. 
2015) 
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Hence in the Greek language using the word blind is a very common way to describe 
someone who is acting unusually and his acts will probably cause some kind of chain 
connected events resulting in his destruction. Papadogiannis uses this non idiomatic 
expression (which is also often used in slang to describe extreme drunkenness) as 
the most analogous interpretation of the phrase “drunk as a monkey”. In the novel it 
is strongly implied that the prospect of Daisy abandoning Tom on their wedding day 
would be a terrible decision to be taken under the effects of alcohol. So the reasons 
that the translator chooses this specific phrase becomes very clear as Daisy is being 
driven (blinded) by her emotions and is on the verge of making impulsive decisions.   
 
 
Summing up, we would this time place Tournier as the most source 
text oriented. He makes a calque of the first expressions, resulting in a slightly 
unidiomatic expression. Afterwards, he offers a popular French idiom and for the last 
one, he is creative, just as Fitzgerald.  Cavagnoli ingeniously finds two equivalent 
Italian idioms for the English idiomatic expressions. When Fitzgerald uses a colorful 
expression of his own invention, she does a similar thing i.e not using an ‘official 
idiom’. Then we would regard Muñóz as being somewhere in the middle of our 
spectrum. While he opts for a description in the first idiom, he finds two Spanish 
idiom whose meaning is very close to the English ones. Going towards the more 
target 
oriented options, Papadogiannis and Brusendorff slightly change the tone of Tom’s 
utterance in the first two idioms. For the last one, Papadogiannis renders the 
informal tone of the idiom with a Greek intensifier and Brusendorff finds an 
equivalent idiom from the time period in which he translated the novel.   
 
 
6.4 Cultural translation problems.  
 
In this chapter we are going to deal with cultural translation problems. The Great 
Gatsby is anchored in a specific place and time. When translating the novel, 
translators have to take into account historical and cultural context of the text.   
 
Following we present some examples of terms that are tied in some way to culture.  
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‘Belasco’ and ‘Frisco’, allude to popular celebrities of the New York society back in 
the 20s, whereas ‘Castle Rackrent’ refers to a literary text. These three mentioned 
references are completely tied to the specific time in which the story takes place.  
 
‘Drug store’ is not specifically related to the time-frame of the novel, but to the 
standard lexicon of American English. The use of ‘Old Sport’ can on the one hand, be 
regarded as intercultural, because it is used by an American English speaker, but 
sounds British in some way (or at least we assume that this is Gatsby’s intention). On 
the other hand, it is also a text-specific element, i.e it is bound to the specific literary 
work.   
 
Drugstore 
 
The term ‘drug store’ appears nine times throughout the novel. Even though this term 
might appear transparent for a common US English native speaker, its relevance in 
The Great Gatsby makes it deserve some considerations. To begin with, it is strongly 
suggested by Fitzgerald in the novel that these kind of shops might be linked with the 
mysterious origin of Gatsby’s fortune. Moreover, as noted by J.Bruccoli, some of 
these shops were permitted to sell whisky under prescription during the prohibition. 
(Fitzgerald, 2000:177) 
 
In general, American English dictionaries seem to agree that a ‘drug store’ or 
‘drugstore’ is essentially a pharmacy. They can also sell other items such as toiletries 
and cosmetics, but their main function is to fill medical prescriptions. (Webster’S New 
World College Dictionaries,1997). Since we are dealing with translation, we also 
have to take into account that  shops and the products they sell are normally very 
attached to the cultures they belong to and are therefore very different across 
countries. For instance we have a quiosco in Spain, which normally sells 
newspapers, magazines and possibly some snacks, that does not really match with 
kiosk in Denmark, which are shops that are also permitted to sell alcohol and provide 
games for the eager gambler. The etymological origin of the word, the size of the 
shop and many of the product they sell are common to both kiosk and quiosco, but 
yet the two shops are not exactly the same.  
 
There is something certainly obscure about the term ‘drug store’, and this might 
suppose a challenge for our translators.  
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One simple option is to use direct transfer. Simply copying the item in its original form 
can avoid many potential meaning problems. Thus, if we assume that the average 
reader of the translation knows a little of English, s/he will at least know that we are 
dealing with some kind of store. Moreover, the ignorance about which specific kind of 
store it is, might not really be a problem, and can additionally contribute to the 
mystery around the term. Let us bear in mind that the target reader might ignore that 
the story takes place during the prohibition and that these shops occasionally worked 
as a cover to illegal business. The use of the English term ‘drug store’ in the target 
language seems this way, to be one of the most neutral options. This is the option 
Franca Cavagnoli persistently used throughout the Italian translation. Papadogiannis 
for his part, uses phonetic transcription 12  of the English term, ντράγκστορ 
[drugstore](Papadogiannis:42). It is possible that Papadogiannis after evaluating the 
term ‘drugstore’ reaches to the conclusion that the most analogous translation would 
be a direct translation in the form of phonetic transcription. In The Great Gatsby, 
Fitzgerald does not specify what the word ‘drugstore’ means with precision. That is 
why Papadogiannis’ alternative of using adaption would be a risky decision based on 
nothing more than hints. On the other hand a direct translation µαγαζί µε φάρµακα 
[Store with drugs], would not be possible either because of the precise and narrow 
meaning of the phrase µαγαζί µε φάρµακα, which in Greece can only be a φαρµακείο 
[pharmacy](a shop or hospital dispensary where medicinal drugs are prepared or 
sold)(Oxforddictionaries.com,2015). With a phonetic transcription, the American 
meaning of the word drugstore remains intact.   
  
The only occasion where Muñóz uses a Spanish word for ‘drug store’, is when he 
translates it to droguería (Muñóz:36). He probably chooses to do that because we 
know what kind of article is being bought, namely ‘‘some cold cream and a small 
flask of perfume’’(26). At least in Spain, a droguería is the typical shop where you 
would buy cosmetics, so this seems to be a sensible option. That being said, it is 
curious that Muñóz does not apply the same principle as earlier (finding a culture 
specific word when we know what exactly is being bought) when Nick buys cigarettes 
(28), leaving in this case ‘drug store’, instead of the more culture-specific word 
estanco.13   Tournier instead, leaves ‘drug store’ intact in this case. Until this point 
Brusendorff has for his part been trying to avoid the translation. Possibly aware of the 
rather shady term ‘drug store’, he decides to wash his hands by coming around the 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
12 Visually representing speech sounds with letters 
13 Spanish shop where cigarettes, matchsticks and stamps are sold. (Rae.es, 2015) 
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actual store and just writing og jeg gik ned på gaden og købte nogen [I went down to 
the street and bought some](Brusendorff: 33). 
     
‘I’d like to know who he is and what he does,’ insisted Tom. ‘And I think I’ll 
make a point of finding out.’ 
‘I can tell you right now,’ she answered. ‘He owned some drug stores, a lot 
of drug stores. He built them up himself.’ (94) 
      
    
We observe at this point of the novel that most translators change their approach.  
This is the third and fourth appearance of the word ‘drugstore’ uttered by Daisy.  In 
the French version, Tournier decides to use pharmacies [pharmacy](Tournier:137). 
We can consider that this option is appropriate here, since Daisy is trying to clarify 
Gatsby’s profession and normally owing a pharmacy is a very honorable remark on 
your curriculum. Brusendorff’s choice from this point and to the end of the novel, is to 
use apotek [pharmacy](Brusendorff:107). The choice of adopting a target-language  
word can be regarded as more reader friendly (let us bear in mind that Brusendorff’s 
translation is from 1948, and that Danes might not have been as receptive towards 
English as they are today), but at the same time it turns out incoherent, as you would 
never be able to buy alcohol in a Danish establishment of that kind.  
 
The next time ‘drug store’ appears, is when Tom confronts Gatsby for being a con 
man and a liar. It is here where the prospect of Gatsby being involved in the illegal 
alcohol business triggers our awareness. The ambiguity which ‘drug store’ presents 
seems in accordance with Tom, when he maliciously says “You can buy anything at 
a drug store nowadays.” (104). In this case, the meaning of the word ‘drugstore’ 
becomes even more vague. The possibility of it being related with illegal activities 
becomes more evident. That might be the reason why all translators but Brusendorff 
choose to follow the direct transfer technique (or phonetic transcription as found in 
the Greek translation).  
 
 
Belasco 
“This fella is a regular Belasco” (41) 
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David Belasco was born in San Francisco in 1853 and died in New York in 1931. He 
was a theatrical producer and playwright responsible of a lot innovations in the field 
of staging and design of a play. After a career in San Francisco as an actor, manager 
and play adapter he moved to New York in 1880. He built his own theater in 1906 in 
which he was known to attract the patrons no matter what play or actor was used. He 
was using a large group of workers in order to push the sensational realism he was 
famous for. His innovations in light setting like the lensed spotlights came from his 
experiments on stage, including a lot of mechanical effects and a particular attention 
to details. However he has also been criticized for his theatricalism and his lack of 
artistic judgement. He was known as ‘The Bishop of Broadway’ because of his habit 
to wear a cleric like dress and his appropriate manners.(Britannica Academic, 2015) 
The mention of ‘Belasco’ in The Great Gatsby happens when Nick Carraway and 
Jordan Baker meet the ‘owl-eyed man’ in the library during one of Gatsby’s parties. 
The man, apparently drunk is surprised by the fact that the books are real even 
saying “I thought they’d be a nice durable cardboard” (41). The mention to David 
Belasco here isn’t innocent, as his meticulous settings and arrangements were 
subject to controversy. Through the words of the owl-eyed man, Fitzgerald gives us 
hints about Gatsby, presenting him as a playwright of his own life who prepares 
everything consciously in order to have a perfect story and appearance. 
When it comes to the proper noun ‘Belasco’ we realise that all translators but the 
Spanish one, choose to do direct transfer. However, all of them still have different 
approaches to this cultural term. Papadogiannis translates the sentence as close as 
possible to the original one without further explanations: Αυτός ο τύπος είναι 
αληθινός Μπελάσκο [This fella’s a real Belasco](Papadogiannis:67). Brusendorff for 
his part uses ‘Belasco’ as well, but in a rather odd way. He adds en hel[a 
whole](Brusendorff:48) in front of it, leading us to a possible wrong interpretation if 
we are not aware of who Belasco is.  
Our three other translators opted for target-oriented translations. Franca Cavagnoli in 
the Italian version translates the sentence as sto tizio e’ tale e quale a Belasco 
[this guy is identical to Belasco](Cavagnoli:96), keeping so the cultural reference, 
with maybe a questionable translation, since it might be misunderstood as the guy 
(Gatsby) being the same as Belasco. Anyways the translator leaves a note at the end 
of the book explaining who Belasco is. Jacques Tournier tries to include as much 
information as possible, probably considering that in 1991 nobody was really aware 
of who David Belasco was in France. Firstly, Tournier adds in a previous sentence 
that Belasco is a playwright: Cet homme là, c’est un grand metteur en scène [This 
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man here, he is a great playwright](Tournier:62). Thereafter, he introduces Belasco 
with Belasko de Broadway [Belasco from Broadway](Tournier:62). This way, he 
shows once again that Belasco is related to the entertainment field with the use of 
Broadway, which is an iconic reference all over the world. Furthermore, we can note 
that ‘Belasco’ is spelled ‘Belasko’ in the French translation. Not being able to think of 
any reasons to this, we assume that this might be a simple mistake, forgotten during 
the editing. Our last translator, Muñóz, is the only one that took Belasco’s name out 
of the picture, as we mentioned before. He decides to use Este tipo es un verdadero 
artista [This fella is a real artist](Muñóz:54). Belasco was undoubtedly an artist, so 
this option is of course not wrong. The generalization entails though a loss of 
richness, due to absence of the reference to a famous person. Muñóz might have 
thought that the target reader would not know this character and so he opts for the 
more target-oriented option ‘artist’. Muñóz’s choice works, but leaving ‘Belasco’ 
would equally work, because it would not deprive us of the information we already 
know (i.e the books look very real, so they must have been created by a real artist). 
Additionally, subjecting ‘Belasco’ to a direct transfer would respect more Fitzgerald’s 
work. As Peter Newmark says, ‘‘there seems no good reason not to reproduce the 
truth, even when the truth is not particularly important’’ (Newmark,1993: 2)  
   
‘’Moving her hands like Frisco’’ 
 
 “Suddenly one of these gypsies in trembling opal, seizes a cocktail out of the 
air, dumps it down for courage and moving her hands like Frisco dances 
out alone on the canvas platform. A momentary hush; the orchestra leader 
varies his rhythm obligingly for her and there is a burst of chatter as the 
erroneous news goes around that she is Gilda Gray’s understudy from the 
‘Follies.’ The party has begun.”  (37)  
 
Joe Frisco (1889-1958) was a jazz dancer and performer who later on became a 
popular comedian, by incorporating his stuttering voice to his act (Anonymous, 2015).  
He wasn’t a graceful dancer, but he attracted attention because he was fun to watch.  
It is possible that Fitzgerald compares the girl with Frisco because the attention-
grabbing style of Frisco is similar to the style that many performers used at the time 
(20's).  
	  	  
43	  
In The Great Gatsby, Fitzgerald expresses his aversion for the upper class 
(SparkNotes.com,2015). In his view the newly rich are hollow and vulgar people 
"They were careless people, Tom and Daisy- they smashed up things and creatures 
and then retreated back into their money or their vast carelessness or whatever it 
was that kept them together, and let other people clean up the mess they had 
made..." (154). Fitzgerald uses Frisco as a symbol that depicts the vanity and 
underlying desire for fame of the upper class people, by comparing his attention-
grabbing dancing moves with those of the girl.                                    
  
The way in which Fitzgerald describes the scene gives us a fairly accurate idea of his 
beliefs. The girl is described as ‘gypsy’, a free-spirited person. 
(Oxforddictionaries.com,2015), Fitzgerald a free-spirited person could have a 
negative meaning, defining a person as morally loose or rude. Further he compares 
her dancing moves with Frisco’s whose dancing moves have been previously 
described as attention-grabbing and non graceful. Thus this comparison’s purpose is 
to expose the narcissistic and egotistic nature of the upper class.                                                                                              
 
All our five translators had different approaches to this cultural reference. In Italian, 
according the source-text approach Cavagnoli has kept throughout the novel, she 
adopts literal translation and subjects the proper name Frisco to direct transfer: 
muovendo le mani come Frisco [moving hands like Frisco](Cavagnoli:92). 
Papadogiannis choice appears more eccentric: Κουνώντας τα χέρια της όπως 
κάνουν στο Σαν Φρανσίσκο[Moving her hands like they do in San 
Francisco](Papadogiannis:61) At first sight, to translate ‘Frisco’ as ‘San Francisco’ 
seems to be a translation mistake, where the translator fails to recognize the 
American culture background upon which this specific comparison is build. 
After acquiring the possible reasons of this translation, we discovered that the word 
‘Frisco’ was a nickname for the town of San Francisco created in 1876. This 
knowledge throws immediately some light on Papadogiannis’ choice, giving it at least 
a reason of being. It is a characteristic example of how cultural differences and lack 
or cultural knowledge can interfere with the resulting translation. While this sentence 
is important in the original English version because it sheds light into the hollowness 
and the vanity of the upper class, in the Greek version it fails to deliver that literary 
aspect.  
In the Spanish text, we come across an equally special solution: moviendo las manos 
con la rapidez de un pistolero del Oeste [moving her hands as fast as a gunman from 
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the West](Muñóz:49). Muñóz seems to be concerned mostly about the quality of the 
movement. The girl is moving her hands fast, just as Joe Frisco does, and also as a 
gunman in a Far West duel would do. With the aid of this new simile, we get in the 
Spanish text a similar picture to the one of the source text. The question one cannot 
avoid wondering about is: could he not have adapted the comparison, recreating the 
original simile using the figure of a dancer? Unlike the case with ‘Belasco’, by leaving  
‘Frisco’, the target reader would probably loose some information about the kind of 
movement, so some kind of explicitation would therefore be justified. However, we 
regard the adaption Muñóz does as over creative. Being totally unconnected to the 
original comparison, we would rather consider it as a substitution. However, if we 
inquire the consequences of this sort of adaptation further, the simile might have 
some explanation. As noted earlier, ‘Frisco’ was not really know for being a graceful 
and aesthetic dancer, but rather a comedy dancer. His movements were mostly 
funny, not being done with rhythmical accuracy, that made them remarkable. When a 
gunman pulls out his gun he does it very fast, and we cannot really regard this 
movement as beautiful and by no means similar in some way to the movement a 
graceful dancer.  
The translation of ‘Frisco’(Tournier:56) appears in contrast with the choices Tournier 
makes in the rest of the translation. He choses to add the first name of the dancer, 
‘Joe’ but yet again with a spelling mistake on the ‘e’ of Joe, ending up with a tréma, 
resulting in Jöe Frisco. It is remarkable that Tournier does not give any further 
explanations about the identity of Joe Frisco, when he previously has explicated that 
Belasco is from Broadway.  
 
Brusendorff decides again to avoid this cultural reference, resulting in a clear deletion. 
Thus we have en cocktail et sted i luften, skyller den ned for at få mod, slår ud med 
hænderne og danser ud alene på sejldugsestraden [grabs a cocktail somewhere in 
the air, dumps it down for courage, fling one’s arms about and dances out alone on 
the canvas platform](Brusendorff:43) 
The loss of the metaphor is clear. Instead the scene is described in a literal and rather 
plain way in Danish. If he wanted to make the expression target text oriented he 
could have been referencing to the Danish artist Dirch Passer, which is also known in 
the Danish culture for being a great comedian with a lively body language and a 
remarkable personality. Had he chosen this option, the meaning would be 
understood, but the American cultural perspective would have been erased. We 
therefore conclude that the most successful approach is to maintain the figure of 
‘Frisco’ but also describing his movements.       
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‘Old Sport’  
 
‘Old sport’ is a typical British English expression. The Oxford English Dictionary 
defines ‘sport’ as “A good fellow, a lively sociable person (applied to men or women); 
one who behaves in a ‘sportsmanlike’ fashion. Also good sport; ‘old sport’ (freq. as a 
familiar term of address, more usually of men than women)”. ‘Old sport’ then is an 
English expression like ‘old chap’, ‘old bean’, which comes to mean the same as the 
more used expression ‘old man’. In the novel, when speaking with Wilson, Tom uses 
the expression: “Hello, Wilson, old man,”. He uses the standard form common in the 
United States, and he does not know about the one used by Gatsby, as we can see 
in Chapter 7: ‘’All this ‘old sport’ business. Where’d you pick that up?’’ (110). Gatsby, 
having frequented during the war a course for officials at Oxford, has probably 
learned there to use the expression ‘Old sport’. From the article Vaghezza e 
chiarezza: tradurre Il Grande Gatsby (Cavagnoli,2014) we know that the Italian 
translator rejected immediately the hypothesis of translating it with a dialectal 
expression in order for Gatsby not to look ridiculous every time he pronounces the 
expression, which happens often because the expression ‘old sport’ is a pet phrase 
Gatsby has. She preferred to create a translation adaptation and use the expression 
‘vecchio mio’ [my old] as if Gatsby used the more common ‘old man’. A similar 
decision was taken by the Greek translator: Παλιόφιλε [Old friend]. This is a phrase 
commonly used in the Greek language between men. It describes an intimate 
friendship but it does not have the connotational meaning of lively sociable person (as 
defined by The Oxford English Dictionary). Similarly, in the Danish version gamle 
dreng [old boy] is an expression that is used for a man or a pet who is spoken to in a 
friendly way (Becker-Christensen, 2003: 294). If we take into account that British 
English had a status of prestige in the US society back in the 20s, ‘old sport’ is then 
used by Gatsby as an upperclass term of endearment. On the contrary, the Danish 
expression ‘old boy’ tends to be used in everyday situations by common people.  
Tournier choses to create a new French term. It is an understandable translation 
though, and even though cher vieux[dear old] does not belong to the French lexicon 
as an actual expression, we can easily infer the mark of affection. Of course the 
expression vieux frère[old brother] could have been a possible replacement but we 
could have been mistaken on the relationship between the protagonists.  
 
Muñóz’s option is to use a common Spanish word. Muchacho in Spanish can mean 
‘maid’, although the acceptation that is in use here would be somewhere near ‘boy’ in 
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English. It is basically used in Spanish as synonym of chico/a in an informal register. 
When applied to a grown up person, the term appears with some connotations of 
loftiness. This loftiness can sometimes turn out arrogant, implying that the speaker 
wants to stress the difference of status between the other person and himself. 
Gatsby’s use of muchacho though, is friendly from the beginning.  
 
Being difficult to make a distinction between British and American English in a text 
that is not in English, the British tinge is lost in all five translations. What is fulfilled 
though, is its function of pet phrase. All the translators have sticked to the same term 
throughout the novel, and so the TL item that correspond to ‘old sport’ somehow 
establishes after a few repetitions, regardless the possibility of it sounding weird at 
the beginning. If given the circumstances of a former colony, where the old 
metropolis’s language variety is believed to have this prestige, a similar effect could 
have been reproduced; but that is not the case in any of our translations.  
       
The secret of Castle Rackrent 
“That’s the secret of Castle Rackrent” (74) 
 
Castle Rackrent is a novella by Maria Edgeworth, published in 1800. What is 
remarkable about this work, is that the narrator Thady Quirk is involved in the story 
but more as an observer than a participant. Castle Rackrent is believed to be the first 
novel with this kind of narrator. (Kirkpatrick, 1995) It might be that Nick chooses to 
refer to this novel because he can relate to the same situation as Thady Quirk. Nick 
is part of the action, but when Daisy asks him why he has invited her for tea, he says 
‘’that’s the secret of Castle Rackrent’’(74), reflecting with himself that he is a mere 
spectator in this romantic plot. According to Ida Klitgård, we may call this an 
intertextual reference (Klitgård in Schjoldager, 2013) 
Only two of the translators, Franca Cavagnoli and Papadogiannis keep in their 
translations the word ‘Rackrent’. Cavagnoli opted for a note at the end of the novel 
once again to give more explanation about ‘Castle Rackrent’(Cavagnoli:132)  while 
Papadogiannis lets it unexplained (Papadogiannis:118). The three translations left 
seem more target oriented, as they choose to somehow treat the name of ‘Castle 
Rackrent’. Brusendorff and Tournier decide to take ‘Rackrent’ off the sentence but 
still mention a castle, describing it with terms that possibly enhance Nick’s words like 
fortryllende[enchanted](Brusendorff:85) or brouillards [mist](Tournier:108). This 
approach focuses on producing a similar effect on the target readership but also 
entails the loss of the intertextual reference.  
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Muñóz adopts a rather bizarre approach to this literal reference, choosing to do some 
kind of direct  translation of the name. He shreds the name of the castle, dividing 
‘Rackrent’ into ‘rack rent’ and then translates literally. The result is ‘el secreto del 
Castillo del Alquiler Exorbitante [the secret of the Castle with an Exorbitant 
Rent](Muñóz:92). The curious part is that he puts the target item with capital letters, 
which leads us to think that he is well aware of that ‘Castle Rackrent’ is an artwork. 
With the use of capital letters he indicates that we are dealing with a proper noun.  
This approach is not really successful though, since Maria Edgeworth’s novel is 
normally translated to El Castillo de Rackrent [Rackrent’s Castle]. This option leaves 
the Spanish speaking reader with neither possibility of recognizing the literary 
reference nor looking into it, in case s/he is not familiar with the novella.  
Cavagnoli keeps her approach using mainly direct transfer for all the culture 
specific terms. She fills the possible gap of knowledge between the US and Italian readership with 
explanatory notes. The only exception is ‘Old Sport’, which, if translated directly would be highly 
unidiomatic in Italian. Muñóz uses direct transfer with ‘drug store’. However, taking all the culture 
specific items into account, we would regard him as very target oriented in this section. His decisions 
are somehow too pedagogic and at some points over creative. In an attempt to reproduce the original 
effect of the source text, he ignores other aspects of the comparisons with people (e.g that Frisco is a 
dancer and Belasco a playwright). The literalism in which he falls with Castle Rackrent leads to a 
totally futile reference. Brusendorff keeps his approach here, and avoids to translate ‘drug store’ as 
well as the comparison with Joe Frisco. We have been seeing through the analysis that he prefers to 
adopt deletion rather than struggling to find an adequate TL option. In this sense he is very target 
oriented, it seems that he is mainly concerned about  not confusing the Danish readership from the 
50’s with references that might have been far from the Danish culture. We have also seen that he 
does not stick to one technique, as when it comes to Belasco he caques, leading to a unidiomatic 
sentence. Papadogiannis keeps for the most all the references without further explanation, which is 
very source oriented in contrast with his approach to the comparison to Joe Frisco. In a try to be 
more explanatory, he fails to render the comparison. This is an example of how the lack of an in 
depth background knowledge can result in a misleading translation. The way in which Tournier deals 
with ‘drug store’ appears to be logical, although it can possibly turn out confusing, as he breaks  
bound term. With Joe Frisco he comes up with a rather odd solution, and regarding the reference to 
Belasco, he adds information in order for us to know who he is with the repetition of an important 
text. Like Brusendorff, Tournier does not follow here any kind of pattern in his decisions.  
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7. Reflection on the overall strategies of the 
translators. 
 
After reading our previous analyses we are finally able to draw some conclusions 
about each of the translators we have been working with. As it has been mentioned 
before, the field of translation is complex  to analyse, since a lot of factors are to be 
taken into account. One of the factors, that are very important for the outcome is the 
year when the source text is translated, of all the translators the most characteristic 
example is that of Brusendorff. Den Store Gatsby [The Great Gatsby] was translated 
in 1948. Ove Brusendorff appears to be making some choices in a rather freely way, 
trying to render the meaning so that it is easier for the Danish target reader to 
understand, rather more than following the source text by Fitzgerald. Similarly, when 
something appears to be too challenging or controversial he chooses to ignore it 
entirely and uses deletion like he does with ‘blue lawn’ (Brusendorff:176). Often not 
respecting some of the symbolisms, that Fitzgerald intended, pointing out another 
example would be the unexplained change in the Danish target text the ‘green light’ 
create where the ‘green lamp’ translation indicates this. Some unidiomatic language 
appears as a result of this way of translating. We also came across few unidiomatic 
phrases in the Danish target text f.x ‘This fella’s a regular Belasco’ which he 
translates as [a whole Belasco]14. However, the age of the translated version is not 
always the deciding factor as we can see with the Greek version, translated in 1994. 
Forty six years after Brusendorff’s translation The Great Gatsby was translated in 
Greece, and Papadogiannis deals with some of same problems that Brusendorff has. 
Being some distant from the American culture, it is not a few times that 
Papadogiannis struggles to understand Fitzgerald’s references. His translation leaks 
in the cultural section, like when he translates ‘moving her hands like Frisco’ into 
[moving her hands like they do in San Francisco]15. This kind of errors are not the 
result of poor knowledge of the English language but rather can be charged on the 
lack of background research of Papadogiannis. The Greek target text is one 
characteristic paradigm of how personal interpretation, when translating literary texts, 
is a risky choice that does not always profit the translator nor the receiver. One of the 
most important faults our group stumbled upon was in the last chapter, when 
Papadogiannis translates ‘dark fields of the republic rolled on under the night’ into 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
14 den karl er en hel Belasco (Brusendorff:48) 
15 κουνώντας τα χέρια της όπως κάνουν στο Σαν Φρανσίσκο. (Papadogiannis:61) 
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[where the dark fields of peacefulness grow in the night]16, thus changing  the 
meaning of the sentence. Tournier uses a similar technique of target oriented 
translation while, taking into consideration the  references to American culture, he 
also considers the possible inability of the average French reader to understand 
them. Thus, he changes sentences from the original in order for the French target 
reader to understand the cultural points, like he does with ‘Belasco’ translating it into 
[This very man, he is a great director. Worthy as our Belasko from Broadway]17. We 
noticed that he has a tendency to tinge the text with colourful words, giving it a 
mysterious ambience. ‘Castle Rackrent’ is translated into [Mist’s castle]18, which by 
the way involves the loss the literary reference, and he also translated ‘blue lawn’ to 
[enchanted lawn]. Nonetheless he does not always stay loyal to one technique solely, 
as he sometimes opts for a source oriented translation as he does for ‘drunk as a 
monkey’ for example substituting it with [Drunk as a baboon]19, following the path of 
Fitzgerald, as he creates an idiom.  
Muñóz appears as a somewhat sloppy translator, making mistakes such as 
translating ‘June’ (69) into [July], or ‘a nephew or a cousin’ (31) into [a nephew of a 
cousin] (Muñóz: 41). He even deletes (we assume that accidentally) a whole 
passage, namely ‘’If you want anything just ask for it, old sport, (...)  see you later.’’ 
(53)20 He is very target-text oriented in the sense that he wants the target text to be 
of easy and fast understanding. This approach is visible when he uses signifiers that 
are more specific than Fitzgerald’s , such as Europa (Muñóz, 82), when Fitzgerald 
says ‘overseas’, Miss Wilson (Muñóz: 40), when Fitzgerald refers to her with ‘the 
subject’(30), a signifier that, being bound to the specific moment of the story (i.e 
Mr.Mckee imagines how she would look best in front of a camera), is a much more 
colourful option. We would also argue that Muñóz takes the liberty of being creative 
very often, probably carried along by his own taste. Some examples are ‘introduced 
to us as Mr. Mumble’ (39), a figure of speech that could have been translated to Mr. 
Murmullo, but that is simply substituted by a description: [introduced successively 
with unintelligible mumbles] (Muñóz:51). Similarly, he tends to paraphrase, although 
this might be the reason why his translation is very idiomatic and renders the beauty 
of Fitzgerald’s style.  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
16 πέρα εκεί όπου τα σκοτεινά λιβάδια της γαλήνης µεγαλώνουν στη νύχτα. 
(Papadogiannis:243) 
17 Cet homme là, c’est un grand metteur en scène. Digne de notre Belasko de Broadway.                 
(Tournier:62) 
18 Château des brouillards. (Tournier:108) 
19 Aussi ivre qu’un babouin. (Tournier:97) 
20 This can be seen in an illustrative way in the table of remarkable choices. 
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Moving to the Italian translator Franca Cavagnoli, as she says herself: ”The ethical 
aim of the translation act is to receive the Foreign as Foreign, so that when one turns 
a book into one’s own mother tongue the Other remains the Other and the wish to 
translate does not lead one to replace the Other with the self.”(Cavagnoli,2014) With 
these words she sums up the tactic she uses during the translation of the novel, 
which is mainly direct translation and trying to keep the stylistic choices taken by 
Fitzgerald, as for instance, the ironical passages and the ellipsis. Following the 
strategy of source oriented translation at almost any time but interestingly at the 
same time deciding to input notes in order to clarify what could escape the target 
reader understanding (like she does for Belasco).There is no intention of adapting 
the text to the Italian reader and from the beginning it is clear that this is a novel set 
in a foreign country, and the only help we get from the translator are the notes at the 
end of the book, that explain shortly all the cultural references that are completely 
foreign to Italian culture. On one hand this kind of translation helps the reader, 
because being direct translation it avoids any discutable and subjective translations, 
so from the point of view of the content we get a permanence and almost nothing is 
lost. This said, it is also true that  this approach might entail the inaccessibility to 
some sort of deeper understanding of the story. 
 
 
     
 
 
 
 	  	  	  	  
	  	  
51	  
8. Conclusion. 
 
 
 
As seen above, the way in which translators cope with translation problems is 
manifold. Cultural and linguistic backgrounds are indeed deciding to a major extent 
when it comes to translating. But as we will see following, the personal background is 
not the only influential factor. 
 
We will start our conclusion by regarding the time lapse that is between the first and 
the last of the studied translations. These two translations, Danish and Italian 
respectively, are in fact very different, and we would attribute many of these 
differences to the moment in which they were produced.  
Back in 1948, the access to information and cultural background knowledge of 
another country (here United States in the early 20’s) was far more limited that in 
2011. Brusendorff follows continuously a target oriented macrostrategy in order for 
the readership to clearly understand every reference in the original novel. He even 
deletes some specific allusions or words, possibly because he either considers the 
relevance of the item to be minor or because he finds the item to be confusing and 
concludes that it would do more harm than good. Differently, Cavagnoli opts for a 
more source oriented macrostrategy, adopting an imitative procedure. We notice that 
she is the one that sticks most to the same strategy all along the novel. She is very 
conscious about the approach she has chosen, and this might be due to great 
progress that the field of translation studies has experimented in the end of the 
twentieth century. In fact, Cavagnoli is a translation professor in Italy and indeed 
shows to be very concerned about the theoretical side of translation. Even though 
she inserts explanatory notes at the end of the book, she might have assumed that in 
our times of globalisation and easy access to information, the readership would either 
understand the references or be able to make quick researches immediately. 
Moreover, The Great Gatsby in the twenty-first century is totally established as a 
literary classic, and for this reason, any target reader can be expected to have some 
previous background knowledge of the novel. Unlike Brusendorff, who translated the 
novel for an ‘unprepared’ audience, Cavagnoli translates in a context where the 
consciousness about this particular novel, its story and its whereabouts, is higher 
than it was in 1948. We would therefore say that in both cases, the strategies 
followed by the translators are, at least partially, in connection to the time period in 
which the translations were made.  
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Another concern that was rosen when we started this project was how translators 
deal with terms that are, at first sight, untranslatable. In other words, what do they do 
when there is no one-to-one equivalence in between the languages. Reflecting upon 
all the data we have now, we would argue that the lack of fully equivalent words 
between SL and TL does not necessarily lead to untranslatability. It is normally 
possible to find a TL word that fulfils the meaning component that the SL word has in 
the given context. The fact that the SL word in question may have other connotations 
is not a problem if there is enough situational features in the text that help the target 
readership. Picking up an example of our novel, the English word ‘bunch’ is hard to 
translate to Spanish or French keeping all its meaning potential. But put into Nick’s 
utterance ‘’You’re worth the whole damn bunch put together’’(164), the meaning of 
the word appears rather narrow, being able to consider it as a synonym of ‘all of 
them’. When translators act in such way, they are using translation as a sort of filling 
that can be used to cover the gap that sometimes appear between languages. The 
absence of equivalence is visible in the case of idioms. After our analysis of the 
idioms, we can conclude that the most successful options appear when the 
translators focus on the purpose of the idiom. This said, the most they can do in 
order to further imitate the source text metaphor or simile, is trying to keep the 
linguistic elements that the phrase might involve (e.g when the translators keep the 
allusion to the heart when finding the equivalent idiom of ‘heart to heart talk’). 
Another option when there is no one-to-one equivalence, is to use direct transfer. 
One may think that the use of a foreign word may entail problems of coherence in a 
text, but after our investigation, we  realize that it is not an uncommon solution, being 
the preferred option especially when it comes to culture-bound terms, and sometimes 
even with names that are text-bound, like when Papadogiannis uses the English 
word ‘sound’ in Greek, instead of using the TL word for ‘sound’ (geographical 
feature). The fact that translation of literature classics appear for the most as overt 
translations might also be one of the reasons why translators can use direct transfer. 
The target reader is always aware of that he is reading a translation, and for this 
reasons he is tolerant with foreign words.  
 
 
Let us now see what we can infer from our analyses in regards of the dichotomy 
target and source text oriented macrostrategies. Peter Newmark argues that only a 
direct translation is a successful translation, when being target text oriented the 
creative element dominates the text resulting to a translation that isn’t anything but 
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an adaption (Newmark, 1993:7). However, it is not that simple to define a 
macrostrategy as successful or not, as there are many parameters to be taken into 
account. Firstly, most of the translators do not follow a single overall strategy and 
most of the times, as mentioned before in this report, they are not aware of the 
microstrategies they are using either. So it becomes clear that categorizing a 
translator as successful or not, entirely based on translation theory is a hazardous 
decision. Moreover we need to bear in mind that subjective perception can affect on 
a great degree the translator’s choices. When being source text oriented one focuses 
on the form and content of the source text, while what defines a target text oriented 
strategy is the interest on the effect of the target text. For example, we would identfy 
Cavagnoli as being a fully source-text oriented translator, but at the same time, she 
adapts a target-text approach by using explanatory notes to make the translation 
reader friendly and to avoid confusion. However that is not always the case, 
presenting the example of ‘frosted wedding cake of the ceiling’ (11) Cavagnoli uses 
direct translation, in this case the choice of direct translation resulted in a puzzling 
text where it is possible to misinterpret the sentence as describing a literal situation 
(i.e a wedding cake being on the ceiling). Differently, Muñóz introduces a hint, 
translating it as [the ceiling, which looked like a baroque wedding cake]. What we 
encounter here are two different but not contrasting cases. Cavagnoli uses direct 
translation and decides to completely imitate Fitzgerald’s style, while one could argue 
that that sentence could cause confusion, the counterback would be that so does 
Fitzgerald. Muñóz on the other hand tries to explain what the author meant, while at 
the same time still respecting the source text form and substance. So we would say 
that both macrostrategies do not entirely exclude each other. It appears to be more of 
a balance game between the two ends of the dichotomy. After our analyses, we have 
seen that our translators appear to be oriented in slightly different directions in each 
one of the subchapters. It is subsequently an arduous task to know which one of the 
macrostrategies is more successful, as in practice, translators do not clearly appear 
to follow exclusively one or the other.    
And this lead us to a reflection about the place the translator as an individual has on 
the translation. In the course of our investigation trying to answer our problem 
formulation, we have realized that although cultural and linguistic background of the 
translators are of most relevance when it comes to the process of translation, their 
personal preferences are also very influential. Many choices are in last instance left 
upon the translator’s aesthetic taste. This is not strange when we take into account 
that translation always involves creativity to a certain extent, and once again we can 
connect this to the gap between practice and theory we’re pointing at in chapter 4. 
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Indeed we as translation critics have at several points needed to move away from the 
theory, throughout the analyses. The theory tools, rules and categories that were 
presented above have been very useful for us to think and reflect about the 
translation phenomenon. However, when it came to analyse, these tools did not use 
up the vast amount of possible choices that the translation activity may englobe. 
Despite our lack of knowledge in other kinds of translation, we would consider that 
this is especially valid when talking about literary translation. Unlike technical 
translation, literary translation appears as a very subjective and intricate enterprise.  
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APPENDIX A 
 
In my younger and more vulnerable years my father gave me some advice that I’ve 
been turning over in my mind ever since.  
“Whenever you feel like criticizing anyone”, he told me, “just remember that all the 
people in this world haven’t had the advantages that you’ve had.” 
He didn’t say any more but we’ve always been unusually communicative in a 
reserved way, and I understood that he meant a great deal more than that. In 
consequence, I’m inclined to reserve all judgments, a habit that has opened up many 
curious natures to me and also made me the victim of not a few veteran bores. The 
abnormal mind is quick to detect and attach itself to this quality when it appears in a 
normal person, and it was so it came that in college I was unjustly accused of being a 
politician because I was privy to the secret griefs of wild, unknown men. (5) 
Danish Back-translation from Danish 
“Da jeg var yngre og mere følsom, gav 
min fader mig et godt råd, som jeg aldrig 
har glemt. “Når du vil kritisere andre 
mennesker”, sagde han, “så tænk på at 
det ikke er alle, der har haft det så let 
som du.” Han sagde ikke andet, men vi 
har altid været yderst fortrolige og 
samtidig tilbageholdende over for 
hinanden, og jeg var klar over, at han 
mente adskilligt mere, end han sagde. 
Derfor har jeg aldrig sat mig til dommer 
over andre, hvad der har medført, at 
mange mærkelige naturer har lukket sig 
op for mig , men også har gjort mig til et 
let offer for adskillige rædselsfulde 
tørvetrillere21. Et unormalt sind drages 
[When I was younger and more 
vulnerable, my father gave me a good 
advice, which I have never forgot. When 
you feel like criticizing other people” he 
said”, then think about, it is not 
everybody, who has had it as easy as 
you” He did not say anything else, but 
we have always been highly confidential 
and at the same time reserved towards 
each other, and I understood, he meant 
considerably more, than he said. 
Therefore I have never become the 
judge above others, which has caused, 
that many strange natures have let me 
in, but it has also made me an easy 
victim to several horrible dry sticks. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
21 Tørvetrillere: Kedelig person (Nielsen, 1969, 437) [Boring person]  
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umiddelbart af denne egenskab, når den 
forefindes hos et normalt menneske, og 
derfor skete det også allerede i min 
skoletid, at jeg uretfærdigt blev beskyldt 
for at være en snu rad, bare fordi jeg 
lod mig indvi i forrykte menneskers 
hemmelige følelsesliv, selv om jeg 
overhovedet ikke kendte dem.  
(Brusendorff:7) 
An unusual mind is immediately drawn 
to this characteristic, when it is to be 
found in a normal person, and therefore 
it already happened during my school 
time, that I was unjustly accused of 
being a sly fox, just because I let myself 
into mad people’s secret emotional 
life, even though I did not know them] 
French Back-translation from French 
Dès mon âge le plus tendre et le plus 
facile à influencer, mon père m’a donné 
un certain conseil que je n’ai jamais 
oublié. 
- Chaque fois que tu te prépares à 
critiquer quelqu’un, m’a-t-il dit, 
souviens toi qu’en venant sur 
terre, tout le monde n’a pas eu 
droit aux mêmes avantages que 
toi. 
Il n’a rien dit d’autre, mais il existait 
entre nous une complicité si rare, 
que nous nous comprenions a demi-
mot, et j’ai su qu’il en sous-entendait 
beaucoup plus qu’il n’en exprimait. 
Depuis, je m’efforce de réserver tous 
mes jugements - habitude qui a conduit 
vers moi de nombreuses natures 
singulières et m’a rendu victime de 
quelques raseurs aguerris. Un esprit 
fragile décèle très vite ce caractère 
lorsqu’il se manifeste chez un individu 
normal et, de lui-même, il vient s’y 
attacher. Si bien qu’a l’université, on m’a 
faussement accusé de jouer les 
éminences grises à des fins 
personnelles, parce que je connaissais 
les révoltes les plus secrètes de garçon 
farouches, dont j’ignorais jusqu’au 
nom.(Tournier:11) 
[Since my tender and influenceable 
age, my father gave me a certain advice 
that I never forgot. 
Every time that you are about to criticize 
someone, he told me, remember that 
when you came to earth everybody 
didn’t get the same advantages than 
you. 
He said nothing else, but between us 
existed a complicity so rare, that we 
understood each other with half 
words, and I knew that he meant a lot 
more than he was expressing. Since 
then, I’m forcing myself to reserve all my 
judgements – habit that led to me 
numerous singular natures and made 
me victim of a few experienced 
shavers. A fragile mind perceives really 
quickly that trait of character when it 
appears on a normal individual and, by 
itself, ties itself to it. And so, in 
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university, I was falsely accused of 
playing the grey eminence for my own 
profit, because I knew the most secret 
revolts from the most fierce boys, whom 
I ignore the names of. ] 
Greek Back-translation from Greek 
Κάποτε, τη εποχή που ήµουνα αρκετά 
πιο νέος και πολύ πιο ευαίσθητος, ο 
πατέρας µου µου έδωσε µια συµβουλή 
που δεν έπαψε από τότε να συνοδεύει 
τη σκέψη µου. “Όταν ετοιµάζεσαι να 
κατακρίνεις κάποιον”, µου είπε “θυµίσου 
πρώτα ότι δεν είχαν όλοι οι άνθρωποι 
τις δικές σου ευκαιρίες στη ζωή”.   Αυτό 
ήταν όλο που µου είπε, κι επειδή πάντα 
καταφέρναµε να συνεννοηθούµε χωρίς 
να ‘ξοδεύουµε’ πολλά λόγια, κατάλαβα 
ότι εννοούσε πολύ περισσότερα µ’αυτή 
τη φράση. Έτσι λοιπόν απόχτησα την 
τάση να είµαι πολύ συγκρατηµένος 
στις κρίσεις µου, µια συνήθεια που 
µε βοήθησε να είµαι ανοιχτός σε κάθε 
ιδιαιτερότητα της ανθρώπινης φύσης 
και ταυτόχρονα µε φόρτωσε και µε όχι 
λίγους µπελάδες. Όλοι οι ιδιόρυθµοι 
άνθρωποι έχουν το χάρισµα να το 
εντοπίσουν αυτό πολύ γρήγορα και να 
προσκολλώνται σε τέτοιους ανεκτικούς 
χαρακτήες, κι έτσι στο κολέγιο 
κατηγορήθηκα άδικα για πολιτικάντης, 
επειδή ήµουνα αυτός που του 
εµπιστευόντουσαν τα πιο παράδοξά 
τους µυστικά οι πιο ατίθασοι και 
µοναχικοί τύποι.(Papadogiannis:9) 
[Whenever you’re preparing to criticise 
someone” he told me “remember first 
that not all people have had your kind of 
opportunities in life”. That was all he 
said, and because we've always 
managed to communicate without 
“spending” many words I understood 
that he meant much more with that 
phrase. In that way I acquired the 
tendency of being cautious in my 
judgments, a habit that helped me to 
be open with every particularity of 
the human nature and at the same 
time made me the victim of not a few 
troubles. All peculiar humans have the 
gift of detecting this very quickly and 
attaching themselves to that kind of 
tolerant characters, and so it came that 
in college I was unjustly accused of 
being politician because I was the one 
to whom the most untamed and lonely 
types trusted their secrets.] 
Italian Back-translation from Italian 
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Negli anni in cui ero più giovane e 
vulnerabile mio padre mi diede un 
consiglio che da allora non ha mai 
smesso di agitarsi nella mia mente. 
   “Ogni volta che ti viene voglia di 
criticare qualcuno,” mi disse, “ricorda 
che non tutti al mondo hanno avuto i 
vantaggi che hai avuto tu.” 
   Non disse altro, ma noi siamo sempre 
stati insolitamente comunicativi sebbene 
con riserbo, e perciò capii che intendeva 
dire molto di più. Di conseguenza tendo 
ad astenermi dal giudicare, un’abitudine 
che ha portato molte indoli curiose ad 
aprirsi con me e mi ha reso vittima di 
non pochi inveterati seccatori. È una 
qualità che la mente anormale individua 
subito e alla quale si lega quando essa 
si rivela in una persona normale, e così 
accadde che al college mi accusassero 
a torto di essere un politico, perché ero 
al corrente delle pene segrete di uomini 
selvaggi, sconosciuti. (Cavagnoli:55) 
[ In the years when I was more young 
and vulnerable my father gave me a tip 
that from then has never stopped 
shaking in my mind.  
“ Every time that you feel like criticizing 
somebody” he told me, “remember that 
not everybody in the world have had the 
advantages that you had”. 
He didn’t say anything else, but we’ve 
always been unusually communicative 
although with reservation, and because 
of than I understood that he meant 
much more. 
In consequence I tend to abstain from 
judging, a habit that brought a lot of 
curious characters to open to me and 
made me a victim of not little inveterate 
bores. 
This is a quality that the abnormal mind 
identifies immediately and ties to it when 
you get it in a normal person, and so it 
happened that in college I was accused 
on fault of being a politician, because I 
knew about the griefs of savage, 
unknown men.] 
Spanish Back-translation from Spanish 
Cuando era más joven y más 
vulnerable, mi padre me dio un consejo 
en el que no he dejado de pensar desde 
entonces. 
<< Siempre que sientas deseos de 
criticar a alguien - me dijo-, recuerda 
que no a todo el mundo le han dado 
tantas facilidades como a ti. >> 
Eso fue lo único que me dijo, pero como 
[When I was younger and more 
vulnerable, my father gave me an 
advice in which I have not stopped 
thinking since then.  
‘’A you feel desires of criticizing 
somebody - he said to me -, remember 
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siempre nos lo hemos contado todo sin 
renunciar por ello a la discreción, 
comprendí que su frase encerraba un 
significado mucho más amplio. El 
resultado es que tiendo a no juzgar a 
nadie, costumbre que ha hecho que me 
relacione con muchas personas 
interesantes y me ha convertido 
también en víctima de bastantes 
pelmazos inveterados. Las 
personalidades peculiares descubren 
enseguida esa cualidad y se aferran a 
ella cuando la encuentran en un ser 
humano normal, y por eso en la 
universidad se me llegó a acusar 
injustamente de hacer política, porque 
estaba al tanto de las penas secretas de 
jóvenes alborotadores que eran un 
misterio para otros. Yo no buscaba casi 
nunca aquellas confidencias: con 
frecuencias fingía dormir, o estar 
preocupado, o adoptaba una actitud 
hostilmente irónica cuando algún signo 
inconfundible me hacía prever que una 
revelación de carácter íntimo se 
perfilaba en el horizonte; porque las 
confidencias de los jóvenes, o al menos 
los términos en los que las expresan, 
suelen ser plagios y estar viciadas por 
evidentes supresiones.(Muñóz:11) 
that not everybody has been given as 
many eases as you have.’’ 
 
That was the only thing he said, but as 
we always have explained everything 
to each other without giving up (for 
that reason) discretion, I understood 
that his sentence contained a much 
broader meaning. The result is that I 
tend not to judge anybody, habit that 
has made me to mix  with a lot of 
interesting people and has converted 
me, too, in victim of quite a lot 
inveterate bores. The peculiar 
personalities discover immediately this 
quality and take refuge in it when they 
find it in a normal human being, and 
for that, in college I even got unjustly 
accused of doing politics, because I 
was privy to the secret sorrows of 
rowdy youngsters, which were a 
mystery for others.] 
 
‘’And as I sat there brooding on the old, unknown world, I thought of 
Gatsby’s wonder when he first picked out the green light at the end of Daisy’s 
dock. He had come a long way to this blue lawn and his dream must have 
seemed so close that he could hardly fail to grasp it. He did not know that it 
was already behind him, somewhere back in that vast obscurity beyond the 
city, where the dark fields of the republic rolled on under the night. 
Gatsby believed in the green light, the orgastic future that year by year 
recedes before us. It eluded us then, but that’s no matter—tomorrow we will 
run faster, stretch out our arms farther.... And one fine morning—— 
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So we beat on, boats against the current, borne back ceaselessly into the 
past. ‘ (156) 
 
Danish Back-translation from Danish 
Som jeg sad der og grublede i 
mørket, tænkte jeg på Gatsbys 
undren, da han første gang fik øje på 
den grønne lygte for enden af 
molen ovre hos Daisy. Han var 
kommet hertil langvejs fra, og han 
må have følt sig så nær ved sine 
drømmes mål, at han næsten ikke 
kunne undgå at nå det. Han vidste 
ikke, at det allerede lå bag ham, et 
sted dér bagude på den anden side 
byen, hvor republikken strækker sig 
mørk og stor under nathimlen. 
Gatsby troede på det grønne lys, 
den svimlende fremtid, som år for år 
rykker længere bort fra os. Den slap 
fra os denne gang, men det gør ikke 
noget - i morgen skal vi nok løbe 
hurtigere, række længere… Og så 
en skønne morgen - Derfor ligger vi 
da her som både, der hugger mod 
strømmen og stadig føres tilbage, 
ind i fortiden. 
(Brusendorff:179) 
[As I sat there brooding in the dark, I 
was thinking of Gatsby’s wonder, 
when he for the first time picked out 
the green lamp at the end of the 
dock at Daisy’s. He had come from 
far away and he must have felt so 
close to the goal of his dreams, that 
he almost couldn’t avoid to reach it. 
He did not know, that it already was 
behind him, a place there behind on 
the other side the city, where the 
republic stretches out dark and 
under the great evening sky.  
Gatsby believed in the green light, 
the exorbitant future, that year for 
year moves further away from os. It 
got away this time, but it doesn’t do 
anything - tomorrow we will run 
sufficiently fast, stretch longer.. And 
then one fine morning - therefore we 
then lie here as boats, that pitch 
against the stream and still lead back 
into the past.]  
French Back-translation from French 
Et pendant que j’étais assis là, 
rêvant à cet ancien monde inconnu, 
j’ai pensé à Gatsby, à ce qu’il avait 
dû éprouver en apercevant pour la 
première fois la petite lumière verte à 
la pointe de la jetée de Daisy. Il 
venait de parcourir un long chemin 
jusqu’à ce jardin enchanté et son 
rêve avait dû lui sembler si réel qu’il 
[And while I was sitting here, 
dreaming about this old unknown 
world, I thought about Gatsby, about 
what he must have feel seeing for 
the first time the little green light at 
the end of Daisy’s dock. He had 
come a long way to this enchanted 
garden and his dream must have 
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ne pouvait plus manquer de 
l’atteindre. Il ne savait pas que ce 
rêve était déja derrière lui, perdu 
dans cette obscurité d’a-delà de la 
ville, où les sombres espaces de 
notre Nation se perdent à travers la 
nuit. 
Gatsby avait foi en cette lumière 
verte, en cet avenir orgastique qui 
chaque année recule devant nous. 
Pour le moment, il nous échappe. 
Mais c’est sans importance. Demain 
nous courrons plus vite, nous 
tendrons les bras plus avant...Et, un 
beau matin… 
Et nous luttons ainsi, barques à 
contre-courant, refoulés sans fin vers 
notre passé.(Tournier:222) 
seemed so real that he couldn’t miss 
to reach it. He didn’t know that this 
dream was already behind him, lost 
in this obscurity beyond the city, 
where the dark spaces of our Nation 
get lost through the night. 
Gatsby had faith in this green light, 
in this orgastic future that every 
year go backward before us. At the 
moment it escapes us. But it 
doesn’t matter. Tomorrow, we will 
run faster, we will stretch our arms 
farther…And, one fine morning… 
And we struggle like that, boats 
against the current, pushed back 
endlessly to our past.] 
Greek Back-translation from Greek 
Και, καθώς καθόµουν εκεί και 
αναπολούσα µελαγχολικά τον παλιό 
άγνωστο κόσµο, σκέφτηκα την 
έκσταση του Γκάτσµπυ όταν για 
πρώτη φορά θα διέκρινε το 
πράσσινο φως στην άκρη του 
σπιτιού της Νταίζυ. Είχε κάνει πολύ 
δρόµο µέχρι να φτάσει σε αυτό το 
θλιµµένο γρασίδι, και το όνειρό του 
θα πρέπει να φαινόταν τόσο κοντά 
του πια, που µπορούσε σχεδόν να 
το αδράξει απλώνοντας το χέρι. Δεν 
το ήξερε ότι ήταν κιόλας πίσω του, 
κάπου εκεί πίσω στην ατελείωτη 
καταχνιά που έζωνε την πόλη, 
πέρα εκεί όπου τα σκοτεινά 
λιβάδια της γαλήνης µεγαλώνουν 
στη νύχτα. 
  Ο Γκάτσµπυ πίστευε στο πράσσινο 
φως, στο οργασµικό µέλλον που 
χρόνο µε τον χρόνο αποµακρύνεται 
από κοντά µας. Μας ξέφυγε πριν, 
αλλά δεν έχει σηµασία - αύριο θα 
τρέξουµε πιο γρήγορα, θα 
απλώσουµε τα χέρια µας πιο 
µακριά… 
Κι ένα ωραίο πρωι… 
   Κι έτσι συνεχίζουµε, βαρκούλες 
[And, as I sat there and as I was 
recollecting melancholically the 
old unknown word, I thought of 
Gatsby’s ecstasy when for the very 
first time he detected the green light 
at the edge of Daisy’s house. He had 
gone a long way before he could 
reach that sad lawn, and his dream 
must had seemed so close to him at 
that point that he could almost seize 
it by reaching his arm. He did not 
know, that it was already behind him 
in the endless haze that wrapped 
the city, over there where the dark 
fields of peacefulness grow in the 
night. 
  Gatsby believed in the green light, 
in the orgasmic future that every 
year detaches itself from us. It 
slipped from us before, but it doesn’t 
matter - tomorrow we will run faster, 
we will stretch out our arms farther… 
   And one fine morning… 
 And so we continue, small boats 
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που παλεύουµε κόντρα στο ρεύµα, 
που αδιάκοπα µας φέρνει πίσω, στο 
χτες. 
 
(Papadogiannis:243) 
fighting against the current, that 
ceaselessly brings us back, in 
yesterday.] 
Italian Back-translation from Italian 
E mentre me ne stavo lí a rimuginare 
su un mondo vecchio e sconosciuto, 
pensai alla meraviglia di Gatsby 
quando per la prima volta aveva 
scorto la luce verde in fondo al 
pontile di Daisy. Era venuto da 
lontano fino a questo prato blu, e il 
suo sogno deve essergli sembrato 
cosí vicino che non poteva credere 
di non riuscire ad afferrarlo. Non 
sapeva che ce l’aveva giá alle spalle, 
da qualche parte nella vasta tenebra 
oltre la cittá, dove i campi scuri della 
repubblica ondeggiavano sotto la 
notte. 
Gatsby credeva nella luce verde, nel 
futuro orgastico che anno dopo 
anno si ritira davanti a noi. Allora ci é 
sfuggito, ma non importa; domani 
correremo piú forte, allungheremo le 
braccia ancora di piú … E un bel 
mattino…  
Cosí navighiamo di bolina, barche 
contro la corrente, riportati senza 
posa nel passato. (Cavagnoli:224) 
[And while I was there brooding on 
the old and unknown world, I thought 
to Gatsby’s wonder when for the first 
time he saw the green light at the 
end of Daisy’s dock. He came from 
afar till this blue lawn, and his 
dream must have seemed so close 
that he could not believe that he 
could not grasp it. He did not know 
that he already had it behind his 
back, somewhere in the vast  
obscurity beyond the city, where the 
dark fields of the republic rolled on 
under the night. Gatsby believed in 
the green light, in the orgastic future 
that year after year recedes before 
us. It eluded us then, but it does not 
matter: tomorrow we will run 
stronger, we will stretch out our 
hands further… and a good 
morning… 
So we beat on, boats against the 
current, taken back with no cease to 
the past.] 
 
Spanish Back-translation from Spanish 
Y mientras estaba allí, cavilando 
sobre aquel antiguo mundo 
desconocido, pensé en el asombro 
de Gatsby cuando descubrió por vez 
primera la luz verde al final del 
embarcadero de Daisy. Había 
‘hecho un largo camino para llegar 
hasta aquel césped de color azul, y 
su sueño tuvo que parecerle tan 
cercano que difícilmente podía dejar 
[And while I was there, reflecting 
upon that old unknown world, I 
thought about Gatsby’s 
astonishment/wonder when he 
discovered for the first time the 
green light at the end of Daisy’s 
dock. He had made a long way to 
arrive until that blue coloured lawn, 
and his dream must had seemed so 
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de alcanzarlo. No sabía que estaba 
ya tras él, en algún lugar de la vasta 
negrura más allá de Nueva York, 
donde los oscuros campos de la 
nación americana se extendían, 
interminables, bajo la noche. 
 
Gatsby creía en la luz verde, en el 
orgiástico futuro que año tras año 
retrocede ante nosotros. Se nos 
escapa en el momento presente, 
pero ! qué importa!; mañana 
correremos más deprisa , nuestros 
brazos extendidos llegarán más 
lejos… Y una hermosa mañana.... 
 
Y así seguimos adelante, botes 
contra la corriente, empujados sin 
descanso hacia el 
pasado.(Muñóz:188) 
close that he could hardly fail to 
reach it. He did not know that it was 
already behind him, somewhere in 
the vast blackness beyond New 
York, where the dark fields of 
American nation extended, 
endless, under the night.  
 
Gatsby believed in the green light, in 
the orgiastic future that year by year 
recedes before us. It escapes in the 
present moment, but what does 
that matter!; tomorrow we will run 
faster, our stretched arms will reach 
further away...and one beautiful 
morning...  
 
And so we go forward, boats 
against the current, pushed without 
rest towards the past. ] 
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APPENDIX B 
 
The idea with this table, is to have an overview of the five translations. Presented like 
this, we are able to spot easily the different solutions the translators found to rather 
short passages. We have tried to pick up passages so that this table can work as a 
representation of the whole novel and it’s translations, being able then, to draw 
conclusions concerning each translator’s approach. The cells marked in yellow are 
choices that we consider especially remarkable and for that reason will possibly 
require further discussion. Note that the use of italics, corresponds to direct transfer, 
i.e the item is simply copied in the source text. In addition, when a hyphen appears in 
the cell, it is because there’s no item corresponding to the source text item. 
 
Original French Italian Danish Greek Spanish 
Veteran 
bores (5) 
Raseurs 
aguerris[expe
rienced 
shavers] 11 
inveterati 
seccatori 
[inveterate 
bores] 55 
rædselsful
de 
tørvetriller
e [horrible 
dry sticks] 
7   
µπελάδες 
[bothers] 9 
Pelmazo
s 
inveterad
os 
[inveterat
e bores] 
(11) 
Politician 
(5) 
éminences 
grises[grey 
eminences] 
11 
politico 
[politician] 
55 
Snu rad 
[sly fox) 7 
πολιτικάντη
ς  
[politician] 9 
Hacer 
politica 
[to do 
Politics] 
(11) 
Gatsby 
turned out 
all right at 
the end 
(6) 
Gatsby s’est 
montré parfait 
jusqu’à la fin. 
[Gastby 
turned out 
perfect until 
the end.] 13 
Gatsby ne 
e’ venuto 
fuori bene 
alla fine 
[Gatsby 
came out 
of it good 
at the end] 
56 
Gatsby 
viste sig at 
være god 
nok; 
[Gatsby 
turned out 
to be good 
enough] 8 
Ο 
Γκάτσµπυ 
αποδείχτθη
κε νικητής 
στο τέλος  
 
[Gatsby 
turned out 
to be a 
winner at 
the end] 
(11) 
Gatsby 
demostró 
su valía 
al final 
[Gatsby 
proved 
his value 
at the 
end] 12 
My family 
have been 
prominent, 
well-to-do 
people (6) 
Ma famille 
occupe une 
place 
éminente 
dans notre 
una 
famiglia 
benestant
e e in vista  
[a well-off 
Min familie 
har i tre 
generation
er været 
fremtræde
Κατάγοµαι 
από µια 
ευκατάστατ
η 
οικογένεια, 
mi familia 
ha sido 
una de 
las más 
distinguid
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ville du Middle 
West. [My 
family has an 
important 
position in our 
city of the 
Middle West] 
13 
family and 
under the 
spotlight] 
56 
nde og 
velsituered
e borgere. 
[My family 
has for 
three 
generation
s been 
prominent 
and 
wealthy 
citizens] 8 
από τις 
πλουσιότερ
ες... 
 
 
[I come 
from a 
wealthy 
family, one 
of the 
richest… 
](11) 
as y 
acomoda
das [my 
family 
has been 
one of 
the most 
distinguis
hed and 
well-to-
do ones] 
cardboard 
bungalow 
(7) 
Un bungalow 
en carton-
pâte [a 
bungalow in 
pasteboard/ca
rdboard] 14 
villino 
[cottage] 
57 
knaldhytte 
[shack] 9 
ένα 
σαραβαλια
σµένο 
εξοχικό 
σπιτάκι που 
θύµιζε 
µπαγκαλόο
υ 
 
[a wrecked 
small 
summer 
house, that 
looked like 
a 
bungalow] 
(13) 
bungaló 
con 
paredes 
de cartón 
[bungalo
w with 
cardboar
d walls] 
13 
rented (8) - rendevano 
[rendered] 
59 
lejet ud 
[rented] 11 
νοίκιαζαν  
 
[rented] 
(15) 
alquilado 
[rented] 
14 
the Sound 
(8) 
Détroit 
[Strait]16 
Stretto 
[Sound] 59 
sundet 
[The 
Sound] 11 
Λόνγκ 
Άιλαντ 
Σάουντ (12) 
b.t 
 
[Long 
Island 
Sound](58) 
el 
estrecho 
de Long 
Island 
[the Long 
Island 
sound] 
15 
cruel body 
(10) 
Un corps de 
brute [A 
brute’s body] 
18 
corpo 
crudele 
[cruel 
body] 61 
et grumt 
legeme [a 
grim body] 
12 
κτηνώδες 
σώµα 
 
[monstrous 
body] 
Cuerpo 
cruel 
[cruel 
body] 17 
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toward the 
frosted 
wedding 
cake of 
the ceiling 
(11) 
Vers le 
plafond, glacé 
de sucre 
blanc comme 
un gâteau de 
mariage.[Tow
ards the 
ceiling, 
frosted of 
white sugar 
like a wedding 
cake] 19 
Verso la 
torta 
nuziale 
glassata 
del soffitto 
[towards 
the frosted 
wedding 
cake of 
the ceiling] 
62 
op mod 
loftet,  der 
lignede en 
glaseret 
bryllupska
ge 
[towards 
the ceiling 
that 
looked like 
a glazed 
wedding 
cake] 13 
προς το 
παγερό, 
στο χρώµα 
της 
γαµήλιας 
τούρτας, 
άσπρο του 
ταβανιού 
 
[towards 
the ice 
cold, in the 
colour of a 
wedding 
cake,white 
of the 
ceiling] (19) 
hacia el 
techo, 
que 
parecía 
una 
barroca 
tarta 
nupcial 
[toward 
the 
ceiling, 
which 
looked 
like a 
baroque 
wedding 
cake] 18 
an 
irrelevant 
(11) 
Pure 
médisance.[p
ure 
gossiping]20 
di nessun 
conto [of 
no 
account] 
63 
uvedkom
mende 
[irrelevant]
14 
ανάρµοστη 
 
[inappropria
te] 20 
Inapropia
do 
[inapprop
riate] 19 
fool (18) idiote [fool]30 Scema 
[dumb] 70 
Tåbe [fool] 
22 
βλάκας  
 
[dumbass] 
(22) 
estúpida 
[stupid] 
beautiful 
little fool 
(18) 
une 
ravissante 
idiote [a 
gorgeous fool] 
30 
bella 
scemetta 
[beautiful 
dummie] 
70 
smuk lille 
tåbe 
[beautiful 
little fool] 
22  
µια όµορφη 
µικρή 
ηλίθια 
 
[beautiful 
little stupid] 
(31) 
bonita y 
estúpida 
[beautiful 
and 
stupid] 
27 
The long 
couch (19) 
immense 
canapé [huge 
sofa] 31 
lungo 
divano 
[long sofa] 
71 
divan - 
[Divan]  22 
τεράστιος 
καναπές  
 
[huge 
couch] 
un sofa 
muy 
largo [a 
very long 
couch] 
28 
Saturday 
Evening 
Post (21) 
Saturday 
Evening Post 
31 
 Saturday 
Evening 
Post 71 
Saturday 
evening 
post 22 
Σατερντευ 
Ήβνινγκ 
Ποστ 
 
[Saturday 
Evening 
Saturday 
Evening 
Post 28 
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Post] (32) 
White 
girlhood 
(20) 
Candides 
années de 
jeunesse. 
[Ingenuous 
youth years] 
33 
Bianca 
fanciullezz
a [white 
adolescen
ce] 72 
pure 
ungdom 
[pure 
youth] 24 
αγνά 
κοριτσίστικ
α χρόνια 
µας  
 
[our chaste 
girly years] 
(34) 
Virginal 
adolesce
ncia 
[virginal 
adolesce
nce] 29 
Did you 
give Nick 
a little 
heart to 
heart talk 
on the 
veranda? 
(20) 
Tu as offert à 
Nick un petit 
entretien 
coeur a coeur 
sur la véranda 
? [Did you 
offer Nick a 
little heart to 
heart 
interview on 
the veranda?] 
33 
Hai parlato 
a Nick col 
cuore in 
mano fuori 
sulla 
veranda? 
[Did you 
talk with 
Nick with 
your heart 
in your 
hand 
outside on 
the 
veranda?] 
72 
Betroede 
du dig til 
Nick ude 
på 
verandaen
? [Did you 
confide in 
Nick at the 
veranda?] 
24 
πρέπει να 
συζητάγατε 
κάτι πολύ 
σηµαντικό 
µε τον Νικ 
στη 
βεράντα, ε; 
 
[you must 
have been 
discussing 
something 
very 
important, 
with Nick, 
on the 
veranda, 
eh?] (34)  
 
Le has 
estado 
haciendo 
confiden
cias a 
Nick en 
el 
porche? 
[Have 
you been 
making 
confiden
ces with 
Nick on 
the 
veranda?
] 29 
Your sight 
(23) 
A tous les 
regards. 
[From every 
looks] 36 
- 75 Så man 
ikke kan 
se - [So 
you 
cannot 
see] 27 
τα µάτια 
σου 
 
[your eyes] 
(37) 
Nuestra 
vista [our 
sight] 32 
Blue (23) bleus [blue] 
36 
azzurri 
[light blue] 
75 
blå [blue] 
27 
γαλάζια  
 
[light blue] 
(38) 
azul 
[blue] 32 
Wilson, 
old man 
(24) 
Hello, Wilson 
! 38 
Oh,il 
vecchio 
Wilson, 
salve [Oh, 
old 
Wilson, 
Goddag, 
Wilson 
[Hello, 
Wilson] 29 
γεροντάκο 
 
[old man] 
(40) 
Wilson 
[wilson] 
34 
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hello] 77 
dark blue 
Crêpe-de-
chine (25) 
En crêpe de 
Chine bleu 
nuit [Night 
blue crepe-
de-chine] 39 
crepe de 
chine blu 
[crepe-de-
chine dark 
blue] 77 
mørkeblå 
crepe de 
chine 
[dark blue 
crepe-de-
chine] 29 
- 
(40) 
Azul 
marino 
de 
crespón 
de seda 
[dark 
blue silk 
crepe] 34 
so 
somebody 
can sit 
down (25) 
Et des 
chaises pour 
s’assoir, alors 
? Qu’est ce 
que tu attends 
? [And chairs 
to sit down ? 
What are you 
waiting for ?] 
39 
cosi’ 
almeno 
uno si 
siede [so 
at least 
one sits] 
78 
så man 
kan 
komme til 
at sidde 
ned.” [so 
somebody 
can come 
to sit 
down] 29  
να µπορεί 
να κάτσει 
κάνας 
άνθρωπος 
 
[so 
somebody 
can sit 
down] (41) 
  
para que 
alguien 
pueda 
sentarse 
[so that 
somebod
y can sit 
down] 
town tattle 
(26) 
Town Tattle 
40 
Town 
Tattle 78, 
80 
“Town 
tattle” 30 
Town tattle 
(42) 
town 
tattle 38 
Drug store 
(26) 
Drugstore 40 drugstore 
78 
- 30 ντράγκστορ 
(phonetic 
translation) 
[pharmacy] 
(124) 
Droguerí
a [drug 
store] 36 
Tom 
deferred 
that much 
to the 
sensibilitie
s of those 
East 
Eggers 
who might 
be on the 
train. (26) 
Concession 
accordée par 
Tom aux 
“East-
Eggeriens” 
ombrageux, 
qui risquaient 
de prendre le 
même train. 
[Tom’s 
concession to 
the touchy 
East-Eggers 
who could 
take the same 
train] 40 
era un 
omaggio 
di Tom ai 
sentimenti 
degli 
abitanti di 
East Egg 
che 
potevano 
trovarsi sul 
treno [it 
was Tom’s 
homage 
towards 
the 
feelings of 
Så megen 
respekt 
havde 
Tom for de 
følelser 
det kunne 
vække hos 
de folk fra 
East Egg, 
der 
eventuelt 
var med 
toget. 
[That 
much 
respect 
had Tom 
for those 
ο Τοµ 
σεβόταν τις 
ευαισθησίες 
κάποιων 
κατοίκων 
του Ηστ 
Εγκ που 
µπορεί να 
ήταν στο 
τρένο 
 
[tom 
respected 
the 
sensibilities 
of some 
east egg 
citizens that 
Tom solo 
aceptaba 
aquella 
única 
deferenci
a hacia 
los 
prejuicios 
de los 
habitante
s de East 
Egg que 
pudieran 
viajar en 
el tren 
[Tom 
only 
accepted 
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the 
inhabitants 
of East 
Egg that 
could have 
been on 
the train] 
78 
emotions 
that could 
awaken 
from the 
people 
from East 
Egg, that 
possibly 
were on 
the train] 
30 
might be on 
the 
train](42) 
this 
single 
deferenc
e 
towards 
the East 
Egg 
residents 
that 
could 
possibly 
travel on 
the train] 
36 
Drug 
store’ (28) 
drugstore 43 drugstore 
81 
 Jeg gik 
ned på 
gaden 
[Went 
down at 
the street] 
30 
b.t 
ντράγκστορ  
 
[Drugstore] 
(the second 
time when 
daisy 
speaks ) 
drug 
store 38 
‘most of 
these 
fellas will 
cheat you 
every time 
(29) 
La plupart de 
ces gens ne 
cherchent 
qu’a vous 
rouler. [Most 
of these 
people are 
only looking 
to screw you] 
45 
quasi tutti 
‘sti tizi qua 
non ci 
pensano 
su sue 
volte a 
fregarti 
[almost all 
this dudes 
here won’t 
think twice 
about 
screwing 
you] 82 
“De fleste 
af disse 
personer 
vil kun 
snyde” 
[most of 
these will 
only cheat] 
34 
“οι 
περισσότερ
οι από 
τούτους δω 
τους 
φιλαράκους 
είναι έτοιµη 
να σε 
κατακλέψου
ν¨ 
 
[“most of 
these fellas 
are ready 
to steal 
from you at 
any 
moment”] 
(47) 
la 
mayoría 
de la 
gente de 
aquí te 
engañará 
siempre 
que 
pueda 
[most of 
these 
people 
will cheat 
you 
always 
they can] 
subject 
(30) 
le modèle [the 
model] 46 
soggetto 
[subject] 
83 
motivet 
[subject] 
35 
θέµα 
 
[subject] 
(48) 
Miss 
Wilson  
[Miss 
Wilson] 
40 
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nephew or 
a cousin 
(31) 
Un cousin, ou 
un neveu, du 
Kaiser 
Guillaume II. 
[A cousin or a 
nephew] 47 
nipote o 
un cugino 
[nephew 
or a 
cousin]  84 
nevø af 
[nephew 
of] 35 
ανηψιός ή 
ξαδερφός 
 
[nephew or 
a cousin] 
(49) 
sobrino 
de un 
primo 
[Nephew 
OF a 
cousin] 
41 
men and 
girls came 
and went 
like moths 
among the 
whispering
s (36) 
Des hommes 
et des 
femmes 
voltigeaient 
comme des 
phalènes. 
[Men and 
women were 
flying about 
like 
geometrid] 54 
uomini e 
ragazze 
andavano 
e 
venivano 
come 
falene tra i 
sussurri 
[men and 
girls went 
and came 
like moths 
between 
the 
whispering
s] 90 
kom og gik 
mænd og 
piger 
ligesom 
møl, og 
der var 
hvisken 
[came and 
went men 
and girls 
like moth 
like there 
were 
whispering
s] 42 
οι άντρες 
και τα 
κορίτσια 
ερχόντουσα
ν και 
φεύγανε 
σαν 
νυχτοπεταλ
ούδες 
ανάµεσα σε 
λόγια 
τρυφερά, 
και 
σαµπάνιες 
και αστέρια.  
 
[men and 
girls came 
and went 
like moths 
among 
tender 
words] (58)  
Invitados 
de 
ambos 
sexos 
iban y 
venían 
como 
mariposa
s [guests 
of both 
genders 
came 
and went 
like 
butterflie
s] 47  
brass rail 
(36) 
Un vrai bar [A 
real bar]55 
parapetto 
di ottone 
[brass 
railing] 91 
messingr
ækværk 
[brass 
railings] 42 
µπρούτζινο 
καλογυαλισ
µένο 
κιγκλίδωµα 
[bronze 
well 
polished 
balustrade] 
(59) 
 
mostrado
r de bar 
[bar 
counter]  
48 
a whole 
pitful of 
oboes and 
trombones
… (36) 
Mais toute 
une armée de 
trombones, 
de 
hautbois…[A 
whole army of 
trombones 
un’intera 
fossa 
d’orchestr
a piena di 
oboi e 
tromboni 
[a full 
et rigtigt 
orkester 
med oboer 
og 
basuner [A 
real 
orchestra 
µια 
ολοκληρη 
µπαντα µε 
όµποα και 
τροµπόνια..
. 
 
Músicos 
suficiente
s para 
llenar el 
foso de 
un teatro 
[enough 
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and oboes]55 orchestra’
s pit of 
oboes and 
trombones
] 91 
with oboes 
and 
trombones
] 43 
[a whole 
band with 
oboes and 
trombones
…] (59) 
musician
s to fill a 
theater’s 
pit up] 48 
the 
dreams of 
castile 
(37) 
Castillanes 
[castilian]55 
sogni della 
Castiglia 
[dreams of 
Castile] 91 
nogen i 
Castilien 
[someone 
in Castile] 
43 
ανώτερα κι 
από εκείνα 
της 
Καστίλλης 
 
[Superior 
than those 
of Castile] 
(60) 
Cualquie
r sueño 
oriental 
[any 
oriental 
dream] 
48 
yellow 
cocktail 
music (37) 
Des 
arrangements 
de musique 
brillante et 
légère [Shiny 
and light 
music 
arrangement]
56 
musica 
gialla da 
cocktail  
[yellow 
cocktail 
music] 91 
gul 
cocktail 
musik 
[yellow 
cocktail 
music] 43 
µουσική 
κατάλληλη 
για κοκτέιλ 
 
[cocktail 
appropriate 
(suitable) 
music] (60) 
Música 
decadent
e para 
cócteles 
[decaden
t cocktail 
music] 
48 
moving 
her hands 
like Frisco 
(37) 
Comme Joë 
Frisco [Like 
Joë Frisco]56 
muovendo 
le mani 
come 
Frisco 
[moving 
hands like 
Frisco] 92 
slår ud 
med 
hænderne 
[throws 
out his 
hands] 43 
κουνώντας 
τα χέρια της 
όπως 
κάνουν στο 
σαν 
Φρανσίσκο 
 
[moving her 
hands as 
they do in 
san 
francisco] 
(61)  
moviend
o las 
manos 
con la 
rapidez 
de un 
pistolero 
del 
Oeste 
[moving 
her 
hands  
as fast 
as a 
gunman 
from the 
west] 49 
introduced 
to us as 
Mr. 
Mumble 
(39) 
Mr Mum-um 
[Mr 
Mumble]59 
ci venne 
presentato 
come Mr 
Mugugno 
[was 
introduced 
præsenter
et for os 
som Mr. 
Mumle 
[introduce
d to us as 
κύριος 
Μάµπλ 
 
[Mr. 
Mumble](63
) 
presenta
dos 
sucesiva
mente 
con 
murmullo
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to us as 
Mr 
Grumble] 
94 
Mr. 
Mumble] 
46 
s 
ininteligib
les 
[introduc
ed 
successi
vely with 
unintelligi
ble 
mumbles
] 51 
‘Lemme 
show you’ 
(41) 
Je vous 
montre [I’ll 
show you]62 
Vi faccio 
vedere [I’ll 
show you] 
96 
“Nu skal 
De bare 
se.” [Now 
you shall 
see] 48 
αφήστε µε 
να σας 
δείξω 
 
[let me 
show you] 
(67) 
Déjenme 
que se lo 
enseñe 
[let me 
show 
you] 53 
This fella’s 
a regular 
Belasco 
(41) 
Cet homme 
là, c’est un 
grand metteur 
en scène. 
Digne de 
notre Belasko 
de Broadway. 
[This very 
man, he is a 
great director. 
Worthy as our 
Belasko from 
Broadway]62 
‘sto tizio e’ 
tale e 
quale a 
Belasco 
[this guy is 
identical to 
Belasco] 
96 
den karl er 
en hel 
Belasco [a 
whole 
Belasco] 
48 
Αυτός ο 
τύπος είναι 
αληθινός 
Μπελασκο 
 
[This fella is 
a real 
Belasco] 
(67) 
Este tipo 
es un 
verdader
o artista 
[This 
fella is a 
real 
artist]  54 
First 
division 
(43) 
Troisième 
division [Third 
division]64 
Prima 
divisione 
[first 
division] 
98 
første 
division 
[first 
division] 
50 
πρώτη 
µεραρχία 
 
[first 
division] 
(69) 
tercera 
división 
[third 
division] 
55 
Twenty-
eight 
Infantry 
(43) 
 
Neuvième 
Bataillon 
d’artillerie.[Nin
th machine-
gun 
battalion]64 
Ventottesi
mo 
fanteria 
[twenty-
eighth 
infantry] 
98 
otteogtyve
nde 
infanterire
giment 
[twenty-
eighth 
infantry] 
50 
Εικοστό 
όγδοο  
πεζικό 
 
[twenty-
eighth 
infantry]  
noveno 
batallón 
de 
ametralla
doras 
[ninth 
machine-
gun 
battalion] 
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55 
Sixteenth 
(43) 
Septième 
d’infanterie.[S
eventh 
infantry]64 
Sedicesim
o 
[sixteenth] 
98 
sekstende 
[sixteenth] 
50 
δέκατη έκτη 
 
[sixteenth] 
séptimo 
de 
infantería 
[seventh 
infantry] 
55 
Old sport Cher 
vieux.[Dear 
old] 
Vecchio 
mio [my 
old] 
gamle 
dreng [old 
boy] 51 
παλιόφιλε 
 
[old friend] 
muchach
o  
‘’If you 
want 
anything 
just ask 
for it, old 
sport,’’(...)  
you 
later.(44) 
Quoi que 
vous désiriez, 
demandez-le, 
cher 
vieux[...]Pard
onnez moi. Je 
reviens.[What
ever you 
desire, ask for 
it dear 
old[...]Excuse 
me. I’m 
coming 
back.]66 
Se ha 
bisogno di 
qualcosa 
chieda 
pure, 
vecchio 
mio,”[...]”s
cusate. Vi 
raggiungo 
piu tardi” 
[If you 
need 
anything 
ask for it, 
my 
old,”[...]”so
rry. I will 
catch you 
later” 99 
“Hvis der 
er noget, 
du gerne 
vil have, 
så bare 
sig til, 
gamle 
dreng,” Vi 
ses igen 
senere” [If 
there is 
something 
you would 
like to 
have then 
just say 
so, old 
boy. See 
you again 
later”.]  51 
¨αν 
χρειαστείς 
τίποτε 
απλά πες 
το, 
παλιόφιλε¨ 
 
[“if you 
need 
anything, 
just say it, 
old 
friend”](71) 
-  
56 
patron of 
Gatsby’s 
library(48) 
C’était l’ermite 
qui “cuvait 
tranquille” 
dans la 
bibliothèque 
de Gatsby.[It 
was the 
hermit who 
was “sleeping 
off the booze 
quietly” in 
Gatsby’s 
library]72 
estimatore 
della 
biblioteca 
di Gatsby 
[estimator 
of 
Gatsby’s 
library] 
104 
beskytter 
af Gatsbys 
bibliotek 
[protector 
of 
Gatsby´s 
library] 56 
ο 
άνθρωπος 
από την 
βιβλιοθήκη 
του 
Γκάτσµπυ  
 
[human of 
Gatsby’s 
library] (78) 
Visitante 
de la 
biblioteca 
de 
Gatsby 
[visitor of 
Gatsby’s 
library] 
62 
You’re a 
rotten 
Vous êtes un 
danger public 
Guidi da 
cani [...] O 
Du kører 
elendigt,” 
¨Είσαι πολύ 
κακή 
Eres un 
desastre 
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driver,[...] 
Either you 
ought to 
be more 
careful or 
you 
oughtn’t to 
drive at 
all. (52) 
! Essayez 
d’être plus 
prudente ou 
arrêtez vous 
de 
conduire.[You 
are a public 
danger ! Try 
to be more 
careful or stop 
driving]77 
stai piu’ 
attenta, 
oppure e’ 
meglio 
non 
guidare 
affatto 
[You drive 
like a 
dog[...] 
you be 
more 
careful or 
it’s bettere 
that you 
don’t drive 
at all] 109 
protestere
de jeg. 
“Du kunne 
enten køre 
mere 
forsigtigt 
eller også 
helt lade 
være med 
at køre”.  
[You drive 
horribly, I 
protested. 
You ought 
to drive 
more 
carefully 
or rather 
don't.”] 60 
οδηγός… ή 
θα έπρεπε 
να γίνεις 
πιο 
προσεκτική  
ή δεν θα 
έπρεπε να 
δηγάς 
καθόλου¨ 
 
[“You’re a 
very bad 
driver… 
you should 
either 
become 
more 
careful or 
not drive at 
all”] (84) 
para 
conducir 
(...) una 
de dos: o 
tienes 
más 
cuidado 
o debes 
dejar de 
hacerlo. 
[you are 
a 
disaster 
at driving 
(..) you 
have two 
options: 
either 
you are 
more 
careful or 
you stop 
doing it.  
66 
I’ll tell you 
God’s 
truth (57) 
Je vais vous 
apprendre 
l’exacte vérité 
de Dieu.[I’ll 
teach you the 
exact God’s 
truth]84 
le diro’ la 
pure 
verita’ [I’ll 
tell you the 
pure truth] 
114 
Jeg skal 
fortælle 
dig den 
rene, 
skære 
sandhed [I 
shall tell 
you the 
pure 
simple 
truth] 65 
Μάρτυρας 
µου ο Θεός 
 
[God be my 
witness] 
(91) 
Le juro 
que voy 
a 
contarle 
la verdad 
[I swear I 
will tell 
you the 
truth] 72 
Pulling my 
leg (58) 
Je crus qu’il 
se payait ma 
tête.[I thought 
he was 
paying my 
head]84 
(French 
expression) 
prendesse 
per il naso 
[take me 
by the 
nose] 114 
han holdt 
mig for nar 
[he held 
me for a 
ride] 66 
µε 
κορόιδευε 
 
[mocking 
me/ trying 
to fool me] 
(92) 
 
 
Tomando 
el pelo 
[taking 
my hair] 
73  
In the 
Argonne 
Forest 
Dans la fôret 
d’Argonne.[In 
the Argonne 
nella 
foresta 
delle 
I 
argonners
koven [In 
Δάσος του 
Άργκον  
 
En el 
bosque 
de 
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(58) Forest]85 Argonne 
[In the 
Argonne 
forest] 115 
the 
Argonne 
forrest] 66 
[Forest of 
Argonne] 
(93) 
Argonne, 
durante 
la batalla 
de 
Verdún. 
[in the 
Argonne 
Forest, 
during 
the battle 
of 
Verdún] 
73 
Highballs 
(61) 
Highballs 90 highballs 
188 
Whiskey 
og soda? 
[whiskey 
and 
soda?] 70  
Χάιµπαλς; 
 
[Highballs] 
(98) 
whisky 
[whisky] 
77 
highballs 
(61) 
- highballs Whiskey 
og soda 
[Whiskey 
and soda] 
70 
Χάιµπαλς 
 
[Highballs] 
Whisky 
con soda 
y hielo 
[Whisky 
with soda 
and ice] 
77 
banners 
(65) 
drapeau 
[flag]95 
bandiere 
[flags] 123 
flag [flag] 
75 
σηµαίες  
 
[flags] (104) 
banderas 
[flags] 81 
overseas 
(66) 
l’Europe[Euro
pe]96 
- 124 fronten 
[the front] 
76 
όχθη του 
ωκεανού 
 
[ocean’s 
shore] (66) 
Europa 
[Europe] 
82 
as drunk 
as a 
monkey 
(67) 
Aussi ivre 
qu’un 
babouin.[Drun
k as a 
baboon]97 
ubriaca 
fradicia 
[wet 
drunk] 124 
Så fuld 
som en 
allike [as 
drunk as a 
jackdaw] 
76 
τύφλα από 
το αλκοόλ  
 
[blind from 
alcohol]  
 (106) 
 
Más 
borracho 
que una 
cuba 
[more 
drunk 
than a 
barrel] 83  
children 
(68) 
Petites 
filles.[Small 
girls]100 
bambini 
[children] 
126 
Børnene 
[the 
children] 
παιδιά 
 
[children] 
Niñitas 
[little 
girls] 85 
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78 (109) 
June night 
(69) 
Nuit de 
Juin.[June 
night]100 
notte di 
giugno 
[june 
night] 124 
den aften 
[that night] 
79 
νύχτα του 
Ιουνίου 
 
[June night] 
(109) 
Noche 
de Julio 
[July 
night] 85 
the secret 
of Castle 
Rackrent 
(74) 
Château des 
brouillards.[Mi
st’s castle]108 
segreto di 
Castle 
Rackrent 
[the secret 
of Castle 
Rackrent] 
132 
det 
fortryllend
e slots 
hemmelig
hed [the  
secret of 
the 
enchanted 
castle] 85 
Μυστικό 
του 
κάστρου 
Ράκεντ  
 
 
[the secret 
of Castle 
Rackrent] 
(118) 
El 
secreto 
del 
Castillo 
del 
Alquiler 
Exorbitan
te [the 
secret of 
the 
Castle 
with the 
exorbitan
t rent] 92 
her actual 
and 
astoundin
g 
presence 
(80) 
Incroyable et 
indiscutable 
présence.[Incr
edible and 
indisputable 
presence]116 
la 
presenza 
effettiva e 
stupeface
nte di 
Daisy 
[The 
actual and 
stupeface
nt 
presence 
of Daisy] 
139 
At hun 
virkelig var 
der [that 
she really 
was there] 
91 
πραγµατική 
και 
απροσδόκη
τη 
παρουσία 
της 
 
[actual and 
unexpected 
presence] 
(126) 
asombro
sa 
presenci
a de 
Dasy en 
carne y 
hueso 
[Daisy’s 
astoundi
ng 
presence 
in bone 
and 
meat]  98 
remotely, 
possessed 
by intense 
life (84) 
Mais de très 
loin, sur la 
rive d’une 
autre vie.[But 
from far away, 
on the shore 
of another 
life]122 
da 
lontano, 
posseduti 
da una 
vita 
intensa 
[from afar, 
possessed 
by an 
intense 
life] 143 
men de 
var langt 
borte, 
fuldstændi
g optaget 
af 
hinanden 
[But they 
were long 
gone 
completely 
possessed 
ακίνητοι, 
αιχµαλωτισ
µένοι στην 
ένταση της 
στιγµής 
 
[still,captur
ed in the 
tautness of 
the 
moment] 
(132) 
desde un 
lugar 
remoto, 
poseídos 
de una 
vida muy 
intensa 
[from a 
remote 
place, 
possesse
d by a 
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by each 
other] 95  
very 
intense 
life] 103 
it was a 
random 
shot (85) 
Il repartit 
bredrouille.[H
e left empty-
handed] 123 
era un 
colpo 
sparato a 
caso [It 
was a shot 
shot 
randomly] 
144 
Det var et 
skud i 
blinde [It 
was a shot 
in the 
dark] 96 
χτυπούσε 
στα τυφλά 
 
[he was 
blindly 
hitting] 
(133) 
eran 
palos de 
ciego 
[they 
were a 
blind 
man’s 
shots]  
104 
“If you 
want to 
kiss me 
any time 
during the 
evening, 
Nick, just 
let me 
know and 
I’ll be glad 
to arrange 
it for you. 
Just 
mention 
my name. 
Or present 
a green 
card. I’m 
giving out 
green----“ 
(91) 
Si tu veux 
m’embrasser, 
au cours de la 
soirée, 
préviens-moi, 
et je serai 
tellement 
ravie de te 
faire ce 
plaisir. 
Prononce 
mon nom, 
c’est tout. Ou 
tends-moi un 
coupe-file. Je 
distribue des 
coupes…[If 
you want to 
kiss me, 
during the 
evening, let 
me know, and 
I’ll be so glad 
to please you. 
Say my 
name, that’s 
all. Or give 
me a pass. 
I’m 
distributing 
passes…]132 
Nick, se 
vuoi 
baciarmi 
durante la 
serata, 
basta che 
me lo dici 
e sro’ 
felice di 
organizzar
ti la cosa. 
Basta fare 
il mio 
nome. O 
presentare 
la carta 
verde. 
Rendo 
noto che il 
verde… 
[Nick, if 
you want 
to kiss me 
during the 
night, just 
tell me 
and I’ll be 
happy to 
organize 
the thing. 
Just say 
my name. 
Or present 
a green 
Hvis du 
gerne vil 
kysse mig 
i aften, 
Nick, så 
sig det 
bare, jeg 
er så glad. 
Bare sig 
mit navn. 
Eller kom 
med et 
grønt kort. 
Jeg har 
sådan 
nogle 
grønne 
kort, jeg 
uddel--- 
103  
[If you 
want to 
kiss me 
tonight, 
Nick, just 
say it, I am 
so happy. 
Just say 
my name. 
Or come 
with a 
green 
card. I 
have 
“Αν θες να 
µε φιλήσεις  
κάποια 
στιγµή στη 
διάρκεια 
της 
βραδιάς, 
Νικ, απλά 
πες το µου 
να το ξέρω 
και θα 
χαιρόµου 
πολύ να σε 
ικανοποιήσ
ω. Απλά 
πες το 
όνοµά µου. 
Ή δείξε µου 
µια 
πράσινη 
κάρτα. 
Μοιράζω 
πράσινες…
” 
 
[she 
whispered“I
f you want 
to kiss me 
at some 
point in the 
night, Nick, 
just tell me 
so I know 
and I would 
be very 
Si 
quieres 
besarme 
en algún 
momento 
de la 
noche, 
Nick, no 
tienes 
más que 
decirmel
o y te 
atenderé 
con 
mucho 
gusto. 
Bastará 
con que 
pronunci
es mi 
nombre. 
O 
presente
s una 
tarjeta 
verde. 
Voy a 
regalar 
tarjetas
… [If you 
want to 
kiss me 
at any 
time 
tonight, 
Nick, you 
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card. Be 
aware that 
green…] 
some 
green 
cards, that 
I hand o--] 
happy to 
satisfy you. 
Just say my 
name. Or 
show me a 
green cart. 
I’m giving 
out 
greens”] 
144 
just have 
to tell me 
and I will 
arrange it 
with a lot 
of 
pleasure. 
Just 
pronounc
e my 
name. Or 
present a 
green 
card. I’m 
going to 
give 
cards…] 
‘They’re a 
rotten 
crowd,’[...]‘
You’re 
worth the 
whole 
damn 
bunch put 
together.’(
133) 
Ce sont tous 
des 
pourris[...]Vou
s êtes 
largement au 
dessus de 
toute cette 
racaille.[They’
re all 
rotten[...]You’r
e way above 
this 
rabble]191 
sono tutti 
marci,(..) 
tu da solo, 
per la 
miseria, 
vali piu’ di 
tutti loro 
messi 
assieme. 
[they are 
all 
rotten(...) 
you by 
yourself, 
good grief, 
are worth 
more than 
all of them 
together] 
198 
Det er 
nogen 
skiderikker
.. Du er 
bedre end 
hele 
bundtet 
tilsammen
” [It is 
some 
bastards.. 
You are 
better than 
the whole 
bunch 
together] 
150 
¨Σάπιοι 
είναι όλοι 
αυτοί...Όλο
υς µαζί να 
τους βάλεις 
τους 
αναθεµατισ
µένους, δεν 
κάνουν 
έναν σαν 
και εσένα¨  
 
[“They are 
all 
rotten”...” 
Even if you 
put  all 
those damn 
people 
together , 
they won’t 
be able to 
assemble 
something 
as worthy 
as you”] 
(207)  
Son mala 
gente 
(...) Vale 
usted 
más que 
todos 
ellos 
juntos. 
[they are 
bad 
people 
(...) You 
are worth 
more 
than all 
of them 
put 
together] 
160 
‘Going 
away?’ I 
inquired. 
(98) 
Sur le départ 
?[About to 
leave ?]142 
Parti? 
chiesi. 
[Departing
? I asked] 
Er du ved 
at flytte? 
Spurgte 
jeg [Are 
¨Ετοιµάζεσ
αι να 
φυγεις;¨τον 
ρώτησα  
-Se 
marcha 
de 
viaje?-le 
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159 you 
moving? I 
asked] 
111 
 
[“are you 
getting 
ready to 
leave?” i 
asked him] 
(155) 
pregunté 
[-Are you 
leaving 
for a 
trip?-I 
asked] 
120 
Mr. 
Gatsby! 
(100) 
Mr 
Gatsby…[Mr 
Gatsby…]145 
Mr 
Gatsby! 
161 
Goddag, 
Mr. 
Gatsby 
[Hello, Mr 
Gatsby] 
114 
Κύριε 
Γκάτσµπυ! 
 
[mr. 
gatsby!] 
(158) 
Señor 
Gatsby! 
[Mister 
Gatsby] 
122 
What a 
low vulgar 
girl! (101) 
Oh cette 
créature est 
d’un vulgaire 
![Oh this 
creature is so 
vulgar]145 
Che 
ragazza 
grossolan
a, volgare!  
[What a 
coarse 
girl, 
vulgar!] 
161 
“Hvor du 
simpel” 
[How 
simple you 
are] 114  
Τι φτηνό 
και χυδαίο 
κορίτσι! 
[what a 
cheap and 
indelicate 
girl!](159) 
 
Qué 
chica 
más 
vulgar y 
descoca
da! [what 
vulgar 
and 
sassy 
girl!] 122 
exciting 
(100) 
Nerveux[nervous
]144 
eccitante 
[exciting] 
161 
betagende 
113 
 
χαρούµενο 
[happy] 158 
estimulante 
[stimulating
] 122 
Into her 
mother's 
dress 
(101) 
Dans la jupe 
de sa 
mère.[In her 
mother’s 
skirt]146 
nel vestito 
della 
madre 
[into her 
mothers’s 
dress] 162 
i sin mors 
arme [in 
her 
mother's 
arms] 114 
στο φόρεµα 
της µητέρας 
της 
 
[In her 
mother's 
dress] 
(159) 
contra el 
vestido 
de su 
madre 
[against 
her 
mother’s 
dress] 
123 
He was 
probably 
bumming 
his way 
home 
(111) 
Il essayait 
sans doute de 
voyager 
gratis.[He was 
probably 
trying to travel 
for free]160 
con tutta 
probabilita’ 
stava 
scroccand
o il viaggio 
di ritorno a 
casa [with 
all 
probability 
han er nok 
taget på 
tommelfin
geren 
hjem [he 
has 
probably 
been hitch 
hiking his 
είχε χάσει 
τον δρόµο 
για το σπίτι 
του 
 
[lost his 
way home] 
(174) 
Probable
mente 
quería 
volver a 
casa de 
gorra [He 
probably 
wanted 
to go 
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he was 
freeloadin
g the 
travel 
home] 173 
way home] 
126 
home by 
hat (for 
free)] 
134 
son-of-a-
bitch (120) 
Cet enfant de 
salaud.[This 
son of a male 
slut]174 
figlio di 
puttana 
[son of a 
prostitute] 
185 
Den sjover 
[bastard] 
137 
παλιάνθρω
πος  
 
[scamp] 
(189) 
hijo de 
perra 
[son of a 
bitch] 
146 
on the last 
afternoon 
before he 
went 
abroad 
(129) 
La veille de 
son 
embarqueme
nt.[The day 
before he was 
getting on the 
boat]186 
l’ultimo 
pomeriggi
o prima 
della 
partenza 
[the last 
afternoon 
before the 
departure] 
194 
Den sidste 
eftermidda
g før han 
rejste til 
fronten 
[The last 
afternoon 
before he 
went to 
the 
front]146 
το τελευταίο 
απόγευµα 
προτού 
φύγει στο 
εηωτερικό 
 
[the last 
afternoon 
before he 
went 
abroad] 
(202) 
una de la 
últimas 
tardes 
antes de 
salir de 
camino a 
Europa 
[one of 
the last 
afternoon
s before 
he got on 
the way 
to 
Europe] 
156 
“Mad 
man” 
(141) 
“Malade 
mental”[Ment
ally ill]201 
Pazzo 
[crazy] 
207 
“Vanvittigt” 
[Mad] 159 
τρελός 
[crazy 
(mentally 
ill)] (220) 
loco 
[mad 
man] 170 
‘’Orgastic’’ 
(156) 
Orgastico 
[orgastic] 224 
orgastico 
[orgastic] 
224 
Svimlende
[] 176 
οργασµικό 
[orgasmic] 
243 
orgiástic
o 
[orgiastic
] 188 
So we 
beat on, 
boats 
against 
the current 
(156) 
Et nous 
luttons ainsi, 
barques à 
contre-
courant, 
refoulés sans 
fin vers notre 
passé.[And 
we fight on, 
small boats 
against the 
Cosi 
navigavam
o di bolina, 
barche 
contro la 
corrente 
[So we 
sailed 
upwind, 
ships 
Derfor 
ligger vi da 
her som 
både, der 
hugger 
mod 
strømmen 
og stadig 
føres 
tilbage, 
[Therefore 
Και έτσι 
συνεχίζουµ
ε, 
βαρκούλες 
που 
παλεύουµε 
κόντρα στο 
ρεύµα 
[so we 
continue/ke
ep on, 
Y así 
seguimo
s 
adelante, 
botes 
contra la 
corriente 
[And so 
we go 
forward, 
boats 
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current, 
driven back 
endlessly 
towards our 
past]223 
against 
the 
current] 
224 
we lay 
down here 
as boats, 
that pitch 
against 
the stream 
and still 
carry 
back] 176 
small boats 
fighting 
against the 
current](24
3) 
against 
the 
current] 
188 
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Project Technique Reflection Paper 
 
Introduction 
In the first class of project technique we had to write a paper in which we were asked 
to analyse the differences between high school project work and project work at 
University, especially focusing on the problem oriented nature of project assignments 
in RUC and comparing this new way of project writing to the one usually used in 
Danish high schools which is usually subject oriented.   
Moving on, we started having multiple shopping rounds, which are initial meetings 
where in depth discussions around the supervisor’s project suggestions is 
encouraged in order to create a relevant problem within the suggested topics from 
the supervisors. At this stage everything was abstract and therefore the effort put into 
the non final group was limited.  
So when we came to the actual group formation we realised the pressure and 
importance of being present in order for each individual to follow the discussing 
process. We got the impression that people had two different tendencies when 
choosing the subject: some did it by interest while others were conditioned by the 
members, so they joined the same groups as the people they were closer to. At one 
of the presentations, during the shopping rounds, we ended up in Ebbe Klitgård’s 
room, where he introduced us to the idea of using our different nationalities by writing 
about translation. We had not been interacting that much with each other beforehand 
the project so the group was created purely from interest. When the final group was 
formed we agreed on the idea of basing the project on the analysis of The Great 
Gatsby by F. Scott Fitzgerald and the different translations. Other suggestions were 
mentioned, but a rather short classic and yet poetic language seemed like a 
compromise everybody could see themselves working with. 
When the initial writing process started we met twice a week, once with the 
supervisor and once to discuss the feedback we got from him. Later on, during the 
intensive final period we started meeting almost every day. Our supervisor was 
always really present in our project writing process as he asked to revise our papers, 
and came back with the feedback on each one of them.  
We started reading some chapters from Understanding Translations by Anne 
Schjoldager, recommended by our supervisor, and the English version of The Great 
Gatsby. There was some short discussion about the order in which these readings 
should go: some wanted to start reading the theories first, so that from the beginning, 
while reading the Great Gatsby for the first time, we would already be taking in 
account all the theories that we would be using, others were convinced that a 
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superficial reading of the Great Gatsby with a following discussion of initial 
interpretations of the novel with the group would make the problem formulation 
easier. Indeed, when we had to write our preliminary problem formulation in one of 
the first project technique classes we had some issues, since we did not have a clear 
idea of what the real problem was. We started reading our versions from our 
respective mother language while noting down clear and remarkable differences. 
After that we chose some passages that we would analyse, which were completely 
different from the ones we ended up analysing. Our first idea was to get the more 
representative passages of different perspectives, for instance, passages with 
descriptions of the characters, different text forms (dialogue, poem, slang) and 
passages about racial matters. We eventually realized that we had to narrow it down 
to something more concrete and not so vague. While analysing we realised that we 
had various levels in writing skills, so during the editing we understood that this part 
of the project was going to take a fair amount of time. Initially we analysed the 
passages separately due to our language differences and the fragmentation between 
the writing styles was pretty clear, so the text always had to be re-edited into a 
cohesive text. This put individual writing skills in a vulnerable position to criticism. We 
learned that criticizing each other's work is a sensible matter and process, but 
necessary in order for us to improve our project as a group work and not to be 
characterized as individual voices.  
 
Midterm seminar and point of no return 
After the midterm seminar we got a lot of useful response from our opponent group, 
their supervisor and our own supervisor. We delivered a part of our analysis in order 
to see if we were on track or had misunderstood the approach. The responses 
regarding our problem definition were not surprising, since we already knew that it 
was the part of the project we had to work the most on. Until this point we had been 
very focused on creating some text and we tried to apply and connect the 
translations with the theory. Ebbe Klitgård, our supervisor, advised us to rewrite the 
analysis due to overanalyzations and overuse of theory, specifically of the 
microstragegies which lead us to some rather forced interpretations. So we changed 
the structure of the project by joining the different target languages analyses into a 
cohesive text and by leaving more space to a rather free analysis, which might 
actually have had the opposite effect, with us using not enough theory. In that period 
we realised that we needed a way to individuate more comparisons and differences 
between each language so we created the document ‘remarkable choices in the 
Great Gatsby’ where we all had to put in short expressions, words or names so that it 
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would be visually easier to notice the differences. Moreover we learned that using 
academic language entails the exclusion of some vocabulary, especially when we 
had to write the analysis with obscure expressions such as would/might, due to our 
authority of stating language expressions without evidence.    
 
 
How the various classes in the course have supported the project work 
process 
The project technique classes were extremely useful for the project work process. 
The ‘Problem formulation’ class, for instance, clarified many doubts we had about 
what it actually is, but we still found it so difficult to find a good problem formulation 
anyway, since our project is about analysing translation, and finding a concrete 
problem is not that obvious. As mentioned before, during the midterm evaluation we 
were particularly criticized about not having a solid problem formulation, but also 
when discussing this issue with the supervisor we never managed to get to a 
concrete point, so the problem formulation was usually postponed to further revision. 
One of Anne Fabricius’ first advices was to write as much as possible in order to 
produce text that could be revised. We tried to follow this advice thoroughly and that 
is also one of the reasons why we handed in some of the actual analysis during the 
mid-term examination, when other groups mainly wrote about ‘How to approach the 
project’. From the ‘Searching for literature and keeping track of references’ class we 
realized how careless we were about tracking our references and writing them down 
in the bibliography, and it was a big issue in the project writing till the end and it 
actually resulted in a lot of time-loss trying to find the sources. Also in-text reference 
was a big issue we had to work on a lot, since some of the members were not 
familiar with it and the writing convention was often not respected. Searching for 
literature was generally not hard, since we disposed of useful tools as Google 
Scholar which made available to us many articles and documents that otherwise 
would not be. Working platforms as Google Docs were utilized so that we could 
follow each other's process and add new content easily. A Facebook group was used 
as a communication mean for everyday questions or research sharing.   
During ‘The project report as an academic genre’ we had to write a preliminary table 
of contents which we later used as a base for our actual table of contents, and even 
though it was written so early in the project process, many of the contents were kept 
in the final one. For instance, the whole introduction, with all its points, consisting of 
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Introduction to The Great Gatsby, Dimensions, Methodology, Research reading, 
Problem definition and Prompts for the reader, was kept in the final table, or at least 
its content. When writing it we mainly got inspiration from other projects from 
Roskilde University students to get an initial idea of the demands and required 
structure. Moreover we got inspiration from Bloom's taxonomy in order for us to make 
sure we included all the levels and added some critical points to the final table of 
content.  
What challenges the group has faced and how these have been handled 
From the class about ‘Project management, collaboration and managing conflict’ we 
learned how to avoid conflicts related to cultural differences and misunderstandings. 
Stereotypification is a common mistake, that created several conflicts during 
collaboration. A discussion arose when talking about the role of the leader, many 
agreed that a leader, even thought maybe necessary during the writing process, 
might end up to be harmful at the oral examination, since if the case of somebody 
getting too authoritative occurred it might transfer into overshadowing the others 
during oral examination. Punctuality is not a gift that many have, so in order to avoid 
loosing time in waiting other members, we made some rules with consequences and 
tasks to do if the meeting hours were not respected.   
We have created an environment where it was “allowed” to  be honest and open 
regarding the communication, which was a process that improved alongside the 
project. Humor has been used to come around different, normally challenging, topics, 
which has helped the atmosphere not to be ruined for long periods. Knowing each 
other is crucial into some extent, but being closely related can also easily end up in 
inefficient group work caused by unfocused discussions and tendency to talk about 
private matters. In the beginning we did not feed from the social outcome of the 
project until the more intensive period where we started to connect personally. 
The course literature and other class materials  
The book Problem-Oriented Project Work by Poul Bitsch Olsen & Kaare Pedersen 
was used for one of our first tasks where we had to describe what materials we used 
for the project, what we wanted to investigate and how we intended to go about it. 
This paper helped to give us an initial idea of where we were headed. Our intention 
for the project, already from that early stage was pretty similar to our final problem 
formulation. In fact we wanted to investigate if there are any differences between our 
native languages translation of The Great Gatsby from the original version and what 
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it does to the reader's perception. The way we intended to go about it is the one we 
finally chose also for the final project, which is taking in account certain chosen 
passages, we would analyze, compare and discuss the differences between the 
different versions of the book. We wrote many papers that didn’t end up eventually in 
the final project, but many of them can be found in the Appendix, because they have 
been useful in the process of writing and analyzing of the project (ex. remarkable 
choices). Another paper we got to write for one of the project technique classes was 
‘Project management’, were we analysed our learning and work environment, 
organisational unit and production unit. The utility of this paper was to get in depth 
into group dynamics, taking note of the fact that we are different people with different 
capacities but with a common aim and specifying what is our plan regarding the 
organisation of time and workload.  
What have we learned 
During this process we have gotten a lot of experience with project work and how to 
interact among other students. Compromise and argumentation in a fair way are of 
great importance, as well as respecting other group members’ way of learning, 
working methods and communicating skills. Deadlines and being aware of time 
schedules were a thing on which we started working on from the beginning , with 
quite a good result, since it was not the main problem and cases of people being late 
were rather rare and mostly justified. We had to learn the hard way that criticism 
should be taken with a grain of salt, since it could lead to group’s dysfunctionality and 
a pressured atmosphere. Structurally wise we learned that a problem definition can 
and should be revised several times and depending on each supervisor, his/her 
personal preferences should be taken in account, especially when it comes to 
structural and referential matters. The references and the bibliography should be 
written down according to the agreed conventions from the beginning. Regarding 
working tools, even though it was not of any surprise because since the first week we 
had been introduced to it, we proved ourselves that Roskilde library possesses a 
remarkable election of relevant theory, which should be explored from the beginning. 
Google Docs and Facebook groups are really helpful tools, when it comes to project 
work and communicating easier between each other. Writing a project is a process 
that over time evolves from mere reflections to finally being an academic report. We 
would not have known and chosen the method we have if the project had lasted for a 
shorter period of time. The 3-4 months let us time for reflections and observations 
that under time pressure would not have been even considered. 
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